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Sunus

Ug vyiiz elli yillik bir “gérsel kaydi”’ yeniden izlemenin heyecaniyla...

Kurulusundan bu yana Pera Miizesi'nde agirladigimiz degisik sergilerin ardindan, bu kez de vakif koleksiyon-
larmmizin 6zelligi agisindan miizenin dogrudan ilgi alanina giren bir sergi, bir siire i¢in salonlarimizin konugu
oluyor. Miizenin Sevgi ve Erdogan Gontl Galerisi'nde devam eden Imparatorluktan Portreler sergisi, gerek donem
gerekse icerik agisindan kendisiyle bire bir iliskili bir resim dizisini, Ava Mehmed’in Alay-1 Hiimayunu sergisini,

ayn1 salonda dort ay siireyle agirhiyor.

“Avc1” diye anilan Sultan IV. Mehmed’in 1657 yilinda, biiyiik bir kalabalik esliginde Edirne’ye ava gidisi ¢cok
biiyiik bir gosteriye dontismiis, o yillarda Istanbul’da Isvec biiytikelcisi olarak bulunan Claes Rilamb da,
yaptirdigh bir dizi yagliboya resimle bu olayin bir “gorsel kaydinin” tarihe kalmasini saglamisti. Bugiin Isvec’teki
Nordiska Museet’te korunan bu neredeyse “sinematografik” kaydi, séziint ettigimiz olaydan yaklasik ti¢ yiiz elli

yil sonra, yeniden Istanbul’da ve Pera Miizesi’nde izleme olanagina kavugsmak bize heyecan ve mutluluk veriyor.

Bu vesileyle, basta Istanbul’daki Isve¢ Aragtirma Enstitiisii Miidiirti ve degerli sanat tarihcisi Sayin Doc¢. Dr. Karin
Adahl olmak iizere bu giizel projenin hayata gecirilmesine katkida bulunan tiim kisi ve kuruluslari icten

tesekkdiirlerimizle kutluyoruz.

Suna ve Inan Kirag



Foreword

In anticipation of viewing a 350-year-old “visual document” . . .

Pursuant to the wide variety of exhibitions hosted by the Pera Museum since its establishment, the current exhi-
bition, which will be our guest for a short time, has a unique relevance to the focus of our foundation’s own
collections. The exhibition of Mehmed the Hunter’s Imperial Procession, a collection related almost identically in
terms of both era and content to the exhibition Portraits from the Empire that continues in the Sevgi and Erdogan

Goniil Gallery of the Museum, will be exhibited in the same gallery for four months.

Remembered as “the hunter”, Sultan Mehmed IV departed for Edirne in 1657 on a hunting expedition with a
large entourage. His departure, a display of imperial magnificence, was captured for history as a “visual docu-
ment” in a series of oil paintings commissioned by Claes Ralamb, who was in Istanbul at that time as the
Ambassador of Sweden. This almost cinematographic documentation consisting of sixteen paintings, preserved
today in the Nordic Museum (Nordiska Museet) in Sweden, now returns nearly three hundred and fifty years
after the event, and we are both happy and excited to have the opportunity to view it again in Istanbul, on this

occasion at the Pera Museum.

We take this opportunity to sincerely thank and congratulate, first and foremost, the esteemed art historian and
Director of the Swedish Research Institute in Istanbul, Assoc. Prof. Dr. Karin Adahl, as well as all the individu-

als and organizations whose participation ensured the realisation of this wonderful project.

Suna and Inan Kira¢



Onsoz

1657’de Isve¢ Krali X. Carl Gustaf, elgisi Claes Rilamb’1 Isve¢ ve Babiili arasindaki iliskileri gelistirmek, Polonya
ve Erdel’le ilgili sorunlan goriismek amaciyla Osmanli sultani IV. Mehmed’e ve sadrazami Kopriili Mehmed
Pasa’ya gonderdi. Bu, Isve¢’ten Tiirkiye’ye uzanan, acikca belgelenmis ilk elcilik goreviydi ve o donemde

glineydogu ve kuzey Avrupa’nin ileri gelen devletleri arasindaki uzun ve dostane iliskilerin baslangiciyda.

Yiizyillar boyunca Tiirkiye’ye gelen Isvecli diplomatlar, bilginler ve gezginler Istanbul’a ve Osmanl diinyasina
iliskin koleksiyonlar ve anilarla dondiiler Isve¢’e. Bugiin hila, Isve¢’te Osmanl kiiltiirtine duydugumuz koklu
ilgiyi kanitlayan 6nemli, degerli, hatta bazen benzersiz resimler, desenler, sanat objeleri, giinliikler, mektuplar

ve belgeler bulabiliyoruz.

En ilging ve etkileyici objeler arasinda, bir zamanlar Claes Rilamb’a ait olan ve bugiin Stokholm’deki Nordiska
Museet’te korunan yirmi resim var. Bu resimlerden on altis1 ilk kez Isve¢ digina ¢ikarilarak, Isve¢ Krali XVI. Carl
Gustaf ve Kralige Silvia’nin devlet baskanlan diizeyinde yapacag: ilk resmi ziyaretle baglantili olarak Pera

Miizesi’nde sergilenmek tizere Tiirkiye’ye getirildi.

Stokholm’deki Nordiska Museet’le isbirligine giderek serginin Istanbul’a getirilmesine onciiliik eden
[stanbul’daki Isve¢ Enstitiisii, Isve¢ ve Tiirkiye arasindaki koklii ve iyi iliskileri dogrulayan, biiyiik simgesel
deger tastyan bu sergi dolayisiyla biiyiik bir onur ve zevk duymaktadir. Suna ve Inan Kira¢ Vakfi Pera Miizesi,

bu isbirliginde biiyiik rol oynamustir.

[stanbul’daki Isve¢ Konsoloslugu, Stokholm’deki Isve¢ Enstitiisti ve Tirkiye’de i yapan uluslararas: Isvec fir-
malar1 SAAB AB, Ericsson, Autoliv ve AstraZeneca Tiirkiye destek vermeseydi bu tarihi sergi gerceklesemezdi.

Projeyi destekleyen herkese en icten tesekkiirlerimi ve minnettarhigim ifade ediyorum.

Mayis 2006
Karin Adahl

[stanbul’daki Isve¢ Arastirma Enstitiisiit Midiiri



Preface

In 1657 the Swedish King Carl X Gustaf sent his envoy Claes Ralamb to the Ottoman Sultan Mehmed IV
and his grand vizier Mehmed Kopriilii Pasha, in order to develop relations between Sweden and the Sublime
Porte with a particular view concerning problems relating to Poland and Transylvania. This was the first well
documented embassy from Sweden to Turkey and the beginning of long and friendly relations between

what was then the leading powers in south-east and northern Europe.

Through the centuries Swedish diplomats, scholars and travellers to Turkey have returned to Sweden with their
collections and recollections of Istanbul and the Ottoman world. In Sweden we can still today find an important
and valuable, sometimes even unique, legacy of paintings, drawings, art items and objects, diaries, letters and

documents showing our long standing interest in the Ottoman culture.

Among the most interesting and impressive items are the twenty paintings, now in the Nordic Museum

in Stockholm, which belonged to Claes Ralamb. Sixteen of the paintings have now been brought outside
Sweden for the first time to be exhibited in Turkey and in the Pera Museum in connection with the first official
Swedish State visit to Turkey by King Carl XVI Gustat and Queen Silvia.

It is a great honour and pleasure for the Swedish Research Institute in Istanbul, which initiated the exhibition
to bring to Istanbul, in cooperation with Nordic Museum in Stockholm, an exhibition of great symbolic value
confirming the long standing and good relations between Sweden and Turkey. The Suna and Kira¢ Foundation

Pera Museum have been instrumental in this cooperation.

This historic exhibition would not have been possible without the support of the Swedish Consulate General
in Istanbul and the Swedish Institute in Stockholm, SAAB AB, Ericsson, Autoliv and AstraZeneca Turkey,
Swedish international companies working in Turkey. I would like to express my warmest gratitude to all those

who have supported the project.

May 2006
Karin Adahl

Director of the Swedish Research Institute in Istanbul



Karin Adahl

Claes Ralamb: 1657-1658'de
isve¢ Krali X. Carl Gustaf’in
IV. Mehmed’e gonderdigi elci

Ug vyiiz elli yil 6nce Isve¢ krali X. Carl Gustaf, Isve¢’in Transilvanya (Erdel) ve Po-
lonya’daki cikarlarina iliskin olarak iilkesinin Osmanli Imparatorlugu ve Babidli’ye
kars1 dostane niyetler besledigini gostermek tizere biiytikelgisi Claes Ralamb’t Osman-
l1 padisah1 IV. Mehmed’e gondermistir.

Claes Ralamb 1622’de dogmus, Uppsala ve Leiden’deki tiniversitelerde 1yi bir egi-

\\ tim almis, genc bir hitklimet gorevlisiydi. Buytikelcilik gorevini iistlendiginde otuz-

. lu yaslarim siirmekte olan Rélamb, saray yonetiminde ve orduda savag danigmam
k. \\ . konumuna getirilerek onurlandinlmisti. Kral tarafindan [stanbul’a biiyiikel¢i ola-
| rak gonderilecegi emrini aldiginda Polonya’daki Posen’de, (bugtinkii adiyla Poz-
\\\ nan’da) valilik yapmaktayds.'
| Ralamb’in gorevi resmi bir nitelik tagisa da, Avrupa’daki siyasal durum ve gore-
vinin hassaslig dolayisiyla, biyiikelei resmi sifatla yolculuk etmeme talimati alnusti.
| Bu yiizden adim gizleyerek, bazen kilik degistirerek, cogunlukla at sirtinda, kendine
/' ait bir binek ya da yiik arabas1 olmaksizin, az sayidaki kisisel esyasiyla yolculuk etmistir.
4 * Krahn buyrugu uyarinca, Ralamb yanina hediye de almanustir. Zaten yolculugunun
,r kosullar1 g6z 6niine alindiginda hediyeler giicliik yaratirdi. Carl Gustat hediyenin gerek-
i olmadigim diistintiyordu, ama bu biiyiik bir yanilgrydi. Sonugta hediye gotiirmemenin,
Raélamb’in gorevinin basarisiziga ugramasinda yabana atilmayacak bir etkisi olmustur.

Claes Ralamb’n portrest 14 Mayis 1657’°de Istanbul’a varan Rilamb Hali¢’in gliney tarafindaki Balat semtin-
R de bulunan Bogdan Sarayi’'nda kalmistir. Elci, ancak Ocak ay1 sonlarinda Istanbul’dan
ayrilmadan kisa bir siire 6nce Galata’da Pera semtine taginmustir.

Osmanli Imparatorlugu’yla diplomatik iliskilerin kuruldugu ilk yiizyillarda, cogu buiyti-

kel¢i Cemberlitag’taki El¢i Hani’'nda konaklamugtir. 17. yiizyildan itibaren, Hollanda Sara-

1 X. Carl Gustafin Rélamb’a
verdigi yetki belgesi, . i i D . o
14 Nisan 1657 tarihlidir. e de Pera’da, bugtinkd Istiklal Caddesi’'nde insa edilmistir. 1757°de Isve¢ Buyiikel¢iligi i¢in

y1, Fransiz Saray1 ve Venedik Saray1 gibi yabanci biiyiikelgilikler, elcilik saraylart Grand Ru-

10 Claes Rélamb: 1657-1658’de isvec Krah X. Carl Gustafin IV. Mehmed’e génderdigi elci KARIN ADAHL



Karin Adahl

The Claes Ralamb, embassy from
the Swedish King Carl X Gustaf
to Mehmed IV in 1657-1658

Three hundred and fifty years ago the Swedish king Carl X Gustaf sent his ambassa-
dor, Claes Ralamb to the Ottoman Sultan Mehmed IV to assure the Sultan of
Sweden’s friendly intentions regarding the Ottoman Empire and the Sublime Porte in
relation to the Swedish interests in Transylvania and Poland.

Claes Rilamb was a young government employee in his early thirties, born in
1622, well educated at the universities of Uppsala and Leiden who had already been
honoured with the position of war counsellor in the court administration and on the
board of the military. He was Governor of Posen (today Poznan) in Poland when he
was commanded by the King to go as his ambassador to Istanbul.’

Although Ralamb’s mission was of an official character he had orders not to trav-
el officially, due to the political situation in Europe and the delicate nature of his mis-
sion. He therefore travelled anonymously, sometimes in disguise, mostly on horseback
and with no carriages or wagons of his own, carrying only a small amount of baggage.
According to the orders of the king, Rilamb brought no gifts, which would in any
case have been difficult considering the circumstances of his travelling. Carl Gustaf was
of the opinion that gifts were not necessary; this proved to be a considerable mis-
judgement and would seriously contribute to the failure of Rilamb’s mission.

Rilamb arrived in Istanbul on the 14th

of May and would stay in the Bogdan Saray
in the Balat district on the southern shores of the Golden Horn. He moved over to
Pera and the Galata district a short period before he left Istanbul at the end of January.

In the early centuries of diplomatic relations with the Ottoman Empire most ambas-
sadors stayed in the so called Elgi Hani in Cemberlitas in Istanbul. From the 17t centu-
ry onwards, the foreign embassies would build their palaces, the Palais de Hollande,
Palais de France and Palais de Venice, along the Grand Rue de Pera, where, in 1757

land for the Swedish Embassy was purchased and where the Palais de Suede would be

1 The date of the authorization
document of Carl X Gustaf to
Railamb is 14 April 1657.

The Claes Ralamb embassy from the Swedish King Carl X Gustaf to Mehmed IV in 1657-1658 KARIN ADAHL
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Sultan IV. Mehmed, Levni’nin
minyatiirii. Kebir Musavver
Silsilenime, TSMK 3109, y. 18b.

Sultan Mehmed IV. miniature
by Levni. Kebir Musavver
Silsilendme, TSM Library 3109,
f. 18v.

Isve¢ Krali X. Carl Gustaf.
Swedish King Carl X Gustaf.

12 Claes Ralamb: 1657-1658'de isve¢ Kral X. Carl Gustafin IV. Mehmed’e génderdigi elci KARIN ADAHL



constructed. This would remain the Swedish Embassy until 1934 when the embassy
moved to Ankara, and is today the premises of the Swedish Consulate General and the
Swedish Research Institute.

Ralamb was given an audience by the Grand Vizier, the famous Kopriilii Mehmed
Pasha, on the 17%h of May and by Sultan Mehmed IV on the 19th of May, only a few
days after his arrival in Istanbul. However, from the beginning both the Sultan and
the Grand Vizier were suspicious about the intentions of the Swedish King and the
Swedish alliance with Prince Georg II Rakoéczi of Transylvania although curious
about Réilamb and his mission.

Railamb wrote a detailed and vivid description of these audiences in his diary and
later also made drawings, or rather plans, of the Topkap: Palace, with accurate indi-
cations as to the different parts of the palace and their use as observed by him on this
and later occasion. He probably received his information from Wojciech Bobowski,
a well educated renegade and important Ottoman musician of Polish origin, known
as Ali Ufki Bey, an acquaintance made by Rélamb in Istanbul.?

Claes Ralamb was the first ambassador sent by Carl X Gustaf to Istanbul but with-
in a month of his arrival he would be joined by a second envoy sent by the Swedish
king to secure the mission to the Ottoman sultan. Gotthard Welling, spelled Vellingk
in Swedish, was of German-Baltic origin, born in Riga in today’s Latvia and a natu-
ralized Swede, Riga then being part of the Swedish Kingdom. He arrived in Istanbul
on the 9t of June accompanied by his secretary Johan Ulrich von Wallich and by the
young theologian Conrad Jacob Hiltebrant, who would document the mission to
Istanbul in his diary, written in German.

Ralamb himself kept a diary from the day he started his journey in Stettin on the
Baltic coast and during his months in Istanbul until his return in Sweden in June 1658.
Raélamb’s private diary is of an unusual personal character and gives vivid and detailed
information about the journey through Europe as well as Ottoman society, its tradi-
tions and its habits. Rdlamb also added a short, informative, impartial and fairly accu-
rate description of Islam as practiced in the Ottoman world. In this description, evi-
dently based on the information from Woijciech Bobowski, Ralamb shows no prej-
udice, but rather respect and a remarkable interest.

The most interesting and remarkable legacy of Ralamb’s mission is, however, the
series of twenty paintings depicting a procession of Ottoman courtiers, the Sultan him-
self and the Grand Vizier through the streets of Istanbul. Of the twenty paintings fifteen
belong to the Rilamb family foundation but have been kept in the custody of the
Nordic Museum (Nordiska Museet) in Stockholm since 1937. The additional five paint-

ings were purchased by the Nordic Museum in 1988 and now belong to the museum.

2 Diarium, p. 168. National
Library, Stockholm, Ralamb
Collection, fol. 209.

The Claes Ralamb embassy from the Swedish King Carl X Gustaf to Mehmed IV in 1657-1658 KARIN ADAHL
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2 Diarium, s. 168. Kraliyet
Kitiiphanesi, Stokholm, Ralamb
Koleksiyonu 209. fol.

de burada arazi satin alinmig ve Isve¢ Saray1’nin yapimina baglanmistir. S6z konusu bi-
na, biiyiikelcilik 1934’te Ankara’ya taginana kadar Isve¢ Biiyiikel¢iligi olarak kullanil-
mustir. Bugiin Isve¢ Saray1 binasinda Isve¢ Konsoloslugu ve Isve¢ Aragtirma Enstitiisii
bulunmaktadir.

Rélamb Istanbul’a gelisinden birka¢ giin sonra, 17 Mayzs’ta tinlii sadrazam Koprii-
li Mehmed Pasa’nin huzuruna, 19 Mayis’ta ise Sultan IV. Mehmed’in huzuruna ka-
bul edilir. Ne var ki en bastan beri hem padisah hem de sadrazam, Rdlamb’1 ve gore-
vini merak etmekle birlikte, Isve¢ Krali'nin niyetleri ve Erdel Beyi II. Georg Rékdczi
ile Isve¢’in kurdugu ittifak konusunda kuskular beslemektedir.

Ralamb giinliigiine, bu resmi goriismelerin ayrintili ve canl bir betimlemesini yaz-
muis, daha sonra, Topkap: Sarayr’nin ¢izimlerini, daha dogrusu planlarini hazirlamagtir.
Bu ¢izimlerde, huzura kabultinde ya da daha sonra eline gecen firsatlarda gozlemledi-
g1 bicimiyle, sarayin ¢esitli boliimleri ve bu bolimlerin kullanimina iliskin dogru be-
timlemeler yapmistir. Ralamb olasilikla bu bilgilerini, Istanbul’da tamisugn Ali Ufki
Bey adiyla taninan, iyi egitimli, din degistirmis 6nemli bir Osmanh miizisyeni olan
Polonya asilli Wojciech Bobowski’den edinmistir.

Claes Rilamb, s6z konusu gorevle X. Carl Gustafin Istanbul’a gonderdigi ilk bii-
yiikelcidir. Ama kente gelisinin birinci ayinda, Isvec krali tarafindan, Osmanl padisah1
nezdindeki bu gorevin basarisin1 garantilemek amaciyla génderilen ikinci bir el¢i de ona
katilacaktir. Germen-Baluk asilli Gotthard Welling, ya da Isvecce yazilistyla Vellingk, o
zamanlar Isve¢ Kralligi'nin, bugiinkii Letonya’nin bir parcasi olan Riga’da dogmus; Is-
ve¢ uyruguna gecmis bir kisidir. Welling, 9 Haziran’da, sekreteri Johan Ulrich von Wal-
lich ve geng teolog Conrad Jacob Hiltebrant’la birlikte Istanbul’a varir. Hiltebrant'in Al-
manca tuttugu giinliigiinde Istanbul’a diizenlenen bu ziyaret belgelenmistir.

Rélamb da, Baltik kiyisindaki Stettin’den (Szczecin) yola ¢ciktigr giinden baslayarak, Is-
tanbul’da kaldig1 stire boyunca ve 1658 Haziran’'inda Isve¢’e donene kadar giinliik
tutmustur. Ralamb’in kisisel glinliigii, ahsiimadik ol¢iide kendine 6zgii bir nitelik tasir;
hem Avrupa’daki yolculuguna iliskin, hem de Osmanli toplumu, gelenek ve gorenekleri
konusunda canh ve ayrintih bilgiler verir. Buna ek olarak Ralamb, Osmanl diinyasinda
uygulanan bicimiyle Islam’a iliskin kisa, bilgilendirici, yansiz ve oldukca dogru bir betim-
leme sunar. Agikca anlasildigr tizere Woijciech Bobowski'nin verdigi bilgilere dayali bu
anlatimlarda; Ralamb, onyarg: degil, fakat, sayg1 ve yabana atilmayacak bir ilgi sergiler.

Ne var ki, Ralamb’in gezisinin en ilging ve kayda deger kalit, padisahi, sadrazami ve
diger Osmanh saray erkanini, Istanbul sokaklarindan gecen bir sefer alayinin pargast ola-
rak betimleyen, yirmi resimlik bir dizidir. Yirmi resimden on besi Ralamb aile vakfina
ait olmakla birlikte, 1937’den beri, Stokholm’deki Nordiska Museet’te korunmaktadar.

1988’de Nordiska Museet tarafindan satin alinan diger bes resimse, halen miizeye aittir.

14 Claes Rélamb: 1657-1658’de isvec Krah X. Carl Gustafin IV. Mehmed’e génderdigi elci KARIN ADAHL



Ralamb’in, Ali Ufki Bey’den
alarak giinliigiine aktardig1
Topkap: Saray: plani.

Topkapi Palace plan from
the Ralamb’s diary after
Ali Ufki Bey.

The Claes Ralamb embassy from the Swedish King Carl X Gustaf to Mehmed IV in 1657-1658 KARIN ADAHL 15



3 Turcica, Ulusal Arsiv,
Stokholm. RA 56.

Yirmi resim, giinliik, oteki belgeler ve Rdlamb tarafindan Istanbul’da siparis edile-
rek ya da satin alinarak Isve¢’e gotiirtilmiis Tiirkiye disindaki koleksiyonlarda o done-
me iligkin bilinen pek az objeden biri olan kii¢iik bir giyim-kusam albtimi gibi par-
calar, bir Isveclinin yabanci ve kudretli bir devletle, o devletin hiikiimdariyla, resmi
gorevlileriyle, halkiyla ve gelenekleriyle karsilasmasinin ilk gorsel kaydini olusturur.
Resimler Tirkiye’de ilk kez sergilenmektedir.

Rilamb ve Welling’in Istanbul’da bulundugu siire icinde Avrupa’daki siyasal du-
rum degisecek; padisahla ve Babiali'yle iliskiler Isvec¢ kralinin baglangictaki arzularina
gore gelisemeyecektir. Rilamb, ilk geldigi siralarda Isvec’e donmek icin padisahtan
1zin istemesine karsin, hem yukarida sozii edilen siyasal nedenle hem de zor ve biiti-
niyle acik olmayan gorevinden dolayi, 1658’in Ocak aymna kadar yaklasik dokuz ay
stiresince Istanbul’da tutulacaktir.

Ocak sonunda Istanbul’dan ayrilan Rilamb ve Welling, veda amaciyla padisah ta-
rafindan kabul edilmeseler de, son kez Edirne’de sadrazam tarafindan kabul edil-
mislerdir. Sadrazam nazik ve diplomatik ifadelerle, Osmanl Imparatorlugu ile Isvec
linin Osmanli padisahina daha kesin, daha a¢ik konularda taahhiitte bulunmayarak iki-
li oyun oynadig1 yolunda 6ftkeli serzenislerde de bulunmustur. Sultanin sadrazam eliy-
le Isve¢ kralina mektubu bugiin, Stokholm’deki Ulusal Arsiv’de saklanmaktadir. Adet
oldugu iizere, hiisniihatla yazilmis, kizil ipekten sade bir zarfa konulmustur.’

Genel olarak Ralamb, Osmanl toplumunda gordiiklerine ve tanik olduklarina ali-
stlmadik Ol¢tide agik fikirlilikle yaklagsmustir. Avrupa’da epeyce seyahat etmis bir kisi
olmasina karsin, Dogu ya da [slam diinyasiyla daha 6nce kargilagmamis Réilamb icin bu
gezi farkli bir deneyim olmustur. Rilamb, Avrupa’nin biiyiik giiclerinden biri olan bir
devleti temsil etmesine karsin, yabanci bir kiiltiir ve dinin, kendine 6zgii gelenekleriy-
le karsilastiginda, hicbir bi¢imde tepeden bakan bir tavir ve istiinliik ifade eden genel
bir tutum icinde olmamus; daha ¢ok, Osmanh kiiltiirtindeki incelik ve Osmanli toplu-
mundaki Orgiitlenmeden derinden etkilenmis ve giictinti hissetmistir.

Ozellikle hukuk bilimi alaninda tanman biri olan Rilamb, 1698’de 76 yasinda 6liir.
Kral tarafindan Istanbul’a gonderilmeden 6nce de, bu uzmanlhk gerektiren bilim da-
linda sayginlik ve tin kazanmigti. Ne var ki alisgilmadik gorev gezisinin ve Osmanli Im-
paratorlugu’ndaki deneyiminin ¢agdaslan tstiinde nasil bir etki yaptig bilinmemekte-
dir. Kral X. Carl Gustaf, Rilamb’in Isve¢’e doniisiinden bir yil sonra dlmiis, gorev ba-
sarili olamamus, siyasal bir sonuca ulasmamistir. Dolayisiyla yeni gelen hitkiimdar ve
hikiimetce de pek fazla ilgiyle karsilanmanus; Ralamb farkl ilgi alanlarinda meslek
hayatina devam etmistir. Isve¢’in Osmanlh Imparatorlugu’yla iliskileri, elli yil sonra,

XII. Carl'in hiiktimdarlig: sirasinda, bu kez farkli hedeflerle tazelenecektir.
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The twenty paintings, the diary and other documents and items such as a small cos-
tume album bought or commissioned by Ralamb in Istanbul and brought to Sweden,
which is one of a handful from the period known in collections outside Turkey, con-
stitute the first visual record of a Swede’s encounter with a foreign and mighty power,
its ruler, its officials, its people and traditions. The paintings are now exhibited for the
first time in Turkey.

The political situation in Europe would change during the months Ralamb and
Welling stayed in Istanbul, and relations with the Sultan and the Sublime Porte could not
be developed according to the original intentions of the Swedish king. Ralamb would, for
this reason, as well as the difficult and not entirely transparent nature of his mission, be kept
in Istanbul for nearly nine months until January 1658, although at an early stage of his stay
he asked permission from the Sultan to return to Sweden.

Leaving Istanbul in late January, Ralamb and Welling had final audiences with the
Grand Vizier in Edirne but were not granted a farewell audience with the Sultan him-
self. The Grand Vizier expressed himself in polite and diplomatic terms, confirming
the good relations and benevolent intentions between the Ottoman Empire and
Sweden, but also fiercely reproached of the double games played by the Swedish king
not committing himself or the Ottoman Sultan in any more precise matters. The let-
ter of the Sultan handed over by the Grand Vizier to the Swedish king is today kept
in the National Archives in Stockholm. It is written, as was the practice, in beautiful
calligraphy and contained in a simple envelope of red silk.’

In general Rialamb had an unusually open mind to what he saw and encountered in
Ottoman society, which to him, although well travelled in Europe but no previous expe-
rience of the Orient or the Muslim world was an unusual experience. Rilamb repre-
sented a country which was one of the great powers in Europe, yet he was in no way
condescending when faced with the customs of a foreign culture and religion, nor did he
react with superior manners in general, but was rather often impressed and overwhelmed
by the refinement of the Ottoman culture and the organization of the Ottoman society.

Ralamb died in 1698 at the age of 76. He was recognized in his lifetime particularly in
the field of jurisprudence, a field of knowledge and expertise in which he had already
acquired esteem and reputation before he was sent by the King to Istanbul. It is, not
known however, what impact his unusual mission and his experience in the Ottoman
Empire had on his contemporaries. King Carl X Gustaf died the year after Rilamb’s return
to Sweden, the mission had not been successful and was of no political consequence, and
so was of little interest to the new ruler or his government. Ralamb continued his career
in other fields of endeavor. Swedish relations with the Ottoman Empire would however

be renewed fifty years later under the rule of Carl XII, this time with different objectives.

3 Turcica, National Archives,
Stockholm. RA 56.
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Cemal Kafadar

Ralamb’in elciligi doneminde
Osmanl Imparatorlugu

Uzun stire Osmanli aragtirmalarinda en ¢ok thmal edilmis donem olan 17. yiizyil, son
zamanlarda bircok akademisyenin ilgisini ¢eken, kestedilmeyi bekleyen yeni bir alan
olarak one ¢ikti. Gorkemli bir ¢ag ile gecikmis ama gayretli bir modernlesme ¢ag1 ara-
sindaki bir duraganlik donemi, ice dontik bir muhafazakarlik ve gericilik dénemi ola-
rak goriilmiiyor artik 17. yiizyil. Kanuni sonrast donem, giiniimiizde, segici bir agik-
lik ile degisime muhalefet arasindaki, daha dogrusu, degisen o6lciilerde bu duyarliklar-
la beslenen ve birbiriyle yarisan 1slahatgilik hareketleri arasindaki dondistiirticti rekabet
ozelligiyle taniniyor daha cok.

1656 yilinin sonbahar ve ki mevsiminde, isyanlardan yorgun diismis kent, ciddi
boyutlardaki kithgin ve yiyecek fiyatlarindaki artisin da acisimi ¢ekiyordu; ¢iinkti Mi-
sir’dan ve Akdeniz’den piring ve 6biir temel gidalarin ithali icin ana giizergah olan Ca-
nakkale Bogazi, Venediklilerce ablukaya alinmisti. Aym yil, toplumsal ve siyasal geri-
limler yeniden yiizeye ¢ikti. Asirt muhafazakar Kadizadeli yandaslar, yasadis1 eylemler-
le, “hakki emretmek ve batili menetmek” bicimindeki kendi kati seriat ilkelerini da-
yatmak amaciyla yeniden bir araya geldiler. 1656 Ekim ayinin ilk glinlerinde en hirsh
girisimlerine hazirlantyorlards; boylesi bir dayatma i¢in silahlarla, sopalarla sokaga inme-
ye niyetlendiklerini duyurdular. Gortintise bakilirsa asil hedefleri, ¢esitli zararh “yeni-
liklerin” kaynag olarak gordiikleri Sufi tekkelerini yerle bir etmekti. Ancak, kent hal-
ki gibi onlar da cabucak fark ettiler ki birka¢ giin 6nce gorevi devralan yeni sadrazam
boyle bir kargasanin karsisinda gerileyecek biri degildi. Kopriilii Mehmed Pasa 14 Ey-
1il 1656’da Padisahla ve Valide Sultan’la yaptigi goriismelerin ardindan sadrazamhg ka-
bul etmisti. Seksenine merdiven dayamis sadrazama bu goriismeler sonucunda daha 6n-
ce Ornegi goriilmemis yetkiler ve giivenceler verildi. Kopriilii Mehmed Pasa seriat is-
teyen zorbalar1 bastirmakla kalmadi, kurdugu birka¢ yillik demir yumruk yonetiminde

yasa ve diizen adina binlerce insanm cezalandirds, stirdiirdi ve idam ettirdi.
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Cemal Kafadar

The Ottoman Empire
at the time of the Ralamb embassy

The 17th century, for long the most neglected period in Ottoman studies, is lately
emerging as a new frontier that many scholars are eager to engage with. It is seen not
so much as a time of stagnation, inward-looking conservatism and obscurantism
between an era of magnificence and one of belated but vigorous modernization; rather,
the post-Stileymanic era is now recognized for its transformative tug-of-war between
selective openness and opposition to change or, even more appropriately, between
competing reformisms that were nourished by these sensibilities in varying degrees.
In the fall and winter of 1656, the rebellion-weary city also suftered from severe
shortages and price increases in victuals because of the Venetian blockade of the straits
of the Dardanelles that constituted the main avenue for the importation of rice and
other essential provisions from Egypt and the Mediterranean. The same year, social and
political tensions resurfaced, as the supporters of the ultraconservative Kadizadeli
movement regrouped in order to enforce — through vigilante action — their own severe
version of the shari’a principle of “enjoining the right and forbidding the wrong.”
They were getting ready for their most ambitious engagement yet, in the early days of
October 1656, when they declared their intention to take to the streets with arms and
sticks for such enforcement. Their main goal seems to have been to raze to the ground
the Sufi lodges which they decried as the fountainhead of various pernicious “innova-
tions.” They were to quickly realize, however, as was the rest of the city, that the new
Grand Vizier who assumed power a few days earlier was not going to back down in
the face of such tumult. Kopriilii Mehmed Pasha accepted the Grand Vezirate on 14
September 1656, after negotiations with the sultan and his mother, whereby the near-
ly-octogenarian vizier was given unprecedented powers and guarantees. He not only
quashed the shari’a-minded vigilantes but also established several years of an iron-hand-

ed regime that punished, exiled and executed thousands in the name of law and order.
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1 Rilamb, Relation, s. 700;
Railamb, ilk karsilasmalar1 Gizerine
Kopriili'niin “insafsiz bir adam”

oldugu saptamasinda bulunmustur
s. 681).

2 Otuz Yil Savaslari’nin sonucun-
da Fransa ve [sve¢’in Avrupa
meselelerinde 6nde gelen “askeri-
styasi yapilar” olarak ortaya
¢ikmasi hakkinda bkz. William
H. McNeill, In Pursuit of Power:
Technology, Armed Force and Society
since A.D. 1000 (Chicago, 1982),
s. 122-125.

3 Ticaret acisindan Akdeniz’in
kuzey Avrupalilarca (Fransiz,
Hollandali ve Ingiliz tiiccarlar)
istilas1 17. ylizyil baslarinda
basladi. Ama, “Akdeniz ticare-
tinin kuzey Avrupalilarca ¢abuk
ve kesin olarak ele gecirildigi”
yolunda bir kaniya kapilmakta
acele edilmemelidir . Molly
Greene, “Beyond the Northern
Invasion: The Mediterranean in
the Seventeenth Century”, (Past
and Present 174 (Subat 2002),

s. 42-71) bashikli yazisinda bunu
son derece ikna edici bir bi¢cimde
ileri stirmtsttir. Burada ele alinan
siyasal degisimleri daha eksiksiz
degerlendirmek amaciyla, kuzey-
gtiney ekseninde (Baltik bolgesin-
den kalkip Dogu Avrupa’dan
gecerek Osmanl tilkesine varan
eksen) degisen ticaret modelleri
konusunda benzer bir ¢oziimle-
meye gerek duyulmaktadir.

Ralamb Tiirkiye'ye geldiginde, Kopriilti yonetimi ele alali sekiz ay olmustu ama
daha o zamandan, 17. ylizyilin en istikrarhi sadrazamliklarindan biri kurulmustu, (K6p-
riilii 1661°de 6lene dek iktidarda kalacakti). Isvecli elci, pasanin “sert ve zorba” oldu-
gunu, “insafsiz bir adam” oldugunu, “zalimliginin, aksi halde canina kastedebilecek ki-
silere korku saldigini” belirtir. Ayn1 zamanda Kopriili'niin “tez kavrayish”, “yast ge-
regi cok deneyimli” biri olma 6viinciinii tasidigi kanisindadir. '

Uluslararasi konulara gelince, Osmanlilar Avrupa’da yeni bir diizen kuruldugunu ve
kendilerinin de birtakim degisiklikler yapmak zorunda olduklarin: biliyorlardi. Girit’in
tethi icin Venedik’le uzun bir savasa girmislerdi (1644-1669). Sonunda zafer kazandilar
ama savag, Ege ve Akdeniz’de neredeyse kesintisiz 25 yil stirdii. Osmanli Devleti biitiin
glictinii sadece bu alana yogunlastirmakta giicliik ¢ekiyordu ¢iinkii kuzey sinirlarinda
da hizla degisiklikler meydana geliyordu. Rusya’nin yiikselisi, “Muskovi’nin Calkanti-
lar Cagr bittikten sonra kendini gosteren ve Dogu Avrupa’ya dogru bir sorun ve ilgi
odag olusturan ag¢ik bir tehlikeydi. 17. yiizyilin ilk yarisinda kuzeyden gelen daha do-
laysiz bir sorun, Osmanlinin Karadeniz’deki egemenligine karsi Kazak tehdidiydi.

Otuz Yil Savaslan sirasinda gii¢ dengelerinin yeniden kurulmas: ve savast izleyen
Vestfalya Antlagsmasi (1648) birtakim anlagsmazliklar1 yeniden giindeme getirdi: Fransa
yalniz Avrupa’da degil Dogu Akdeniz’de de en biiyiik kazang saglayan tlkelerden bi-
riydi.”> 1644-1669 Osmanli-Venedik savaslar1 Venedik’i, ge¢ Bizans cagindan beri Do-
gu Akdeniz’in siyasal islerinde ve ticari aglarinda en 1yi istihbarata ve en iyi baglanti-
lara sahip Avrupa tlkesi konumuna getirdi. Fransa bu rolde ytlizyilin ikinci yarisinda
yavas yavas one cikt1.’

Otuz Yil Savaglari’nin bir bagka sonucu da Isve¢’in Avrupa, dolayistyla da Osmanli si-
yasal yasamina yeni bir oyuncu olarak girmesiydi. 1933 tarihli Kralige Kristina’da Greta
Garbo’nun agzindan duyulan su ag¢ilis sozleri bir 6l¢tide abartili olabilir: “1632 yilinda,
[sve¢ ordular, kahramanlart Kral Gustavus Adolphus’un sancag altinda, biiyiik Otuz Yil
Savaglari’'na katilmisti. Bu savaglar Iskandinavlara Avrupa egemenligini kazandiracakt1.”
Ama biisbiitiin temelsiz de degildi. O tarihten sonra 75 yil boyunca Isve¢’in, ordulan ve
diplomatlar: tarafindan temsil edilen ¢ikarlari, uluslararasi diizeni, 6zellikle Ortadogu ve
Kuzey Avrupa’daki diizeni bicimlendiren baskin etmenlerden biri olacakti.

[sve¢’le Osmanli Imparatorlugu arasinda daha once birtakim temaslar kurulmustu
ve Polonya, daha en bastan en belirgin karsibikli ¢ikar konusunu olusturuyordu.
1587’de Isvec¢ Krali II. Johan Polonya tahtina gecmeye kalkisirken, Sultan ITI1. Murad’a
mektup yazarak Osmanli’dan destek istiyordu. 17. yiizyil baslarinda Bengt Bengtsson
Oxenstierna’nin 1616-17’de ve Sten Svantesson Bielke’nin 1623’te Istanbul’a yaptik-
lar1 gayri resmi ziyaretler, goriiniise bakilirsa devletler aras1 diizeyde herhangi bir te-

mas baslatmamusti.
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When Ralamb arrived, Koprilii had been at the helm for no more than eight
months, but it was already one of the most stable Grand Vezirates of the17th century
(and he was to remain in power until his death in 1661). The Swedish envoy recog-
nized that the pasha was “rough and tyrannical,” a “rigorous man,” and “his cruelty
awes those who might otherwise plot against his life,” but he could also boast of a
“readiness of wit” as well as “great experience by reason of his age.”

As for international affairs, the Ottomans knew well that a new order was emerging
in Europe and that they had to make adjustments. They were involved in a prolonged
war (1644-1669) against Venice for the conquest of Crete. Ultimately they were vic-
torious but it took twenty-five years of nearly continuous warfare in the Aegean and
the Mediterranean. The Ottoman state could hardly aftord to keep its energies focused
on that theater alone since things were rapidly changing on the northern frontiers as
well. The rise of Russia was an obvious challenge that reasserted itself after the end of
Muscovy’s Era of Troubles and implied a focus of concern and interest towards Eastern
Europe. A more immediate concern from the north during the first half of the 17th
century was the Cossack threat to Ottoman control over the Black Sea.

Realignments of balances of power during the Thirty Years War and the Treaty
of Westphalen (1648) that followed brought several contenders into the limelight:
France was one of the biggest beneficiaries in not only Europe but also the Levant.”
The Ottoman-Venetian wars of 1644-1669 displaced Venice as the best-informed
and best-connected European actor in the affairs and mercantile networks of the
Levant since the late Byzantine era, as France gradually emerged in that role after the
mid-century.’

Yet another outcome of the Thirty Years War was Sweden’s entry as a new play-
er into European, and thus also Ottoman, political life. The opening line in the 1933
Greta Garbo vehicle, Queen Christina, may have contained some exaggeration: “In the
year 1632, the armies of Sweden, under the banner of its hero, King Gustavus
Adolphus, were in the midst of the great Thirty Years’ War that was to give the
Norsemen the leadership of Europe.” It was not, however, altogether without sub-
stance. For three quarters of a century after that point, Sweden’s interests, as repre-
sented by her armies and diplomats, were among the dominant factors that shaped the
international order, particularly in central, eastern and northern Europe.

There had been a few earlier instances of contact between Sweden and the
Ottoman Empire, and Poland constituted the most significant topic of mutual inter-
est from the outset. In 1587, Swedish King Johan III was looking for Ottoman sup-
port in his bid for the Polish throne when he wrote to Sultan Murad III. And it was

inevitable that Swedish involvement in the Thirty Years War would call for alliance

1 Railamb, Relation, p. 700; he
made his observation of Kopriilii
as a “rigorous man” upon their
first encounter (p. 681).

2 For the emergence of France
and Sweden as notable “military-
political structures” in European
affairs as a consequence of the
Thirty Years’ War, see William
H. McNeill, In Pursuit of Power:
Technology, Armed Force and
Society since A.D. 1000
(Chicago, 1982), 122-125.

3 In terms of commerce, a north-
ern European “invasion” of the
Mediterranean (by French,
Dutch, and English merchants)
started early in the 17th century.
One should be wary, however, of
projecting “a quick and decisive
northern European takeover of
Mediterranean commerce,” as
convincingly argued by Molly
Greene, “Beyond the Northern
Invasion: The Mediterranean in
the 17th Century,” Past and
Present 174 (February 2002):
42-71. A similar analysis is
needed of the changing patterns
of trade along the North-South
axis (from the Baltic region,
through eastern Europe, to the
Ottoman realm) in order to more
fully assess the political shifts
treated here.
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4 Isve¢-Osmanl diplomatik
alisveris ve ziyaretleri konusunda-
ki bilgiler Walther Bjorkman,
“Die schwedisch-turkischen
Beziehungen bis 1800, Festschrift
Georg Jacob (Leipzig, 1932), s. 9-
23’ten almmustir. Kralice
Kristina’'nin Osmanh Imparator-
lugu’na duydugu ilgi, kralice
1654’te tahttan indirildikten ve
Katoliklige dondiikten sonra da
(nitelik degistirerek?) stirmiistiir.
Marsili’nin Osservazioni intorno al
Bosforo Tracio overo Canale di
Constantinopoli (Roma, 1681) adl
yapit1 “Alla Sacra Real Maesta di
Cristina, Regina di Svezia”ya
takdim edilmisti. Kont anilarinda
soyle der: “[Kralice] bir asag: bir
yukar yiirtidi. .. tstlerinde hari-
talarin serili oldugu biyiik
masalarin yanindan gecti, ona
[Massili’ye| Tiirkiye’yle,
Macaristan’la ve Yunan adalarinda
seyruseferle ilgili sorular sordu ...
ertesi giin [Massili] [Kralicenin]|
kafasindaki planin Tirklere karst
fantastik ve olanaksiz bir deniz
savagt agmak oldugunu 6grendi.”
John Stoye, Marsigli’s Europe,
1680-1730: The Life and Times of
Luigi Ferdinando Marsili, Soldier
and Virtuoso (New Haven ve
Londra, 1994), s. 56.

5 Silahdar Tarihi, (Istanbul, 1928),
c. I, s. 41-42 (Kaim Bey’in gelisi
icin) ve c. I, s. 54 (Eylil 1656’da
gidisi i¢in). [ran’dan bir elgi de
ayni yil daha gec tarihlerde Istan-
bul’a gelmis ve Ocak 1657 de
kentten ayrilmisti; agy., 63-64.

Isveclilerin Otuz Yil Savaslari’na katilmasi, kacinilmaz olarak bir ittifak kurma ara-
yisinn getirecekti; 1631°de Gustat Adolf, IV. Murad’dan destek istemek tizere Maca-
ristan elgisini Istanbul’a gonderdi ama Osmanhilar Habsburg imparatorunu kendilerin-

den uzaklastirmaya heniiz hazir degildiler. Kralice Kristina’nin hitkimdarlig1 sirasinda
[sveclilerin Osmanli baskentine ziyaretleri konusunda pek az sey bilinmektedir, ama
hi¢ kuskusuz bu gidis gelisler Isve¢’te Osmanlilar konusunda yeni bilgiler edinilmesi-
ne yol acmustir.*

[sve¢’in bakis agisina gore, 1656’dan sonra durum, Isve¢ ordular1 Polonya’yi istila
ettiginde ve Erdel beyiyle ittifak kurdugunda, ¢cok daha ciddi bir el¢ilik gerektiriyor-
du. Isveg¢ krali bu ve ilgili konularda Osmanlilarla anlagmaya dyle can atiyordu ki bir
baska yoldan ikinci bir el¢i gonderildi, bu da Ralamb’1 alisilmadik bir durumla kars:
karsiya birakti; Rilamb kendisiyle ayn1 siire i¢inde Istanbul’da bulunan meslektasiyla
biiyiikel¢ilik konumunu paylasmak zorunda kalmusti.

Avrupa, 17. yiizyil ortalarindaki yeni genislemis ve karmagiklasmis ¢ercevesinde bi-
le, uluslararas1 meselelerde Osmanli ¢ikarlarini ne tam anlamiyla kucakliyor, ne biis-
biitiin dislayabiliyordu. Ornegin Rilamb’mn gelisinden sadece birka¢ ay énce, Osman-
li baskenti, Hindistan’dan gelen ve Iran’daki Safevilere karsi Osmanli-Mogol ittifaki
olasiligini arastirmak tizere gorevlendirilen bir el¢inin ziyaretine sahne olmustu. Kaim
Bey 1649°da Kandahar’in Safeviler tarafindan yeniden ele gecirilmesinden beri padisa-
hin huzuruna ¢ikmak isteyen ikinci Mogol elcisiydi.” Bir baska deyisle, ayni tarihsel
konjonktiir icinde, biri Iskandinavya’da, 6biirii Giliney Asya’da bulunan iki potansiyel
miittefik, Osmanl Imparatorlugu’nun elini, Polonya’ya kadar kuzeybatiya ve Kanda-
har’a kadar giineydoguya uzatmasini istiyordu. Bu kosul, Osmanlinin hem giictliniin
hem de smirlarinin bir gostergesidir.

Ralamb’in giinliigi, el¢cinin, Osmanli’nin seckin siyasetcilerinin biitiin bunlarin far-

kinda olduklarini umdugunu diistindiirtir; en azindan Ralamb, temas kurdugu bazi
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building, and in 1631 Gustat Adolf sent his envoy in Hungary to Istanbul to ask

Murad IV for support, but the Ottomans were not ready to alienate the Habsburg
emperor. Too little is known of two Swedish visits to the Ottoman capital during
the reign of Queen Christina, but undoubtedly this traffic generated some new infor-
mation about the Ottomans in Sweden.*

From the Swedish point of view, the situation now warranted a much more seri-
ous embassy after 1656, when Swedish armies invaded Poland and were allied with
the king of Transylvania, who was an Ottoman vassal. The Swedish king was so keen
on coming to terms with the Ottomans on this and related matters that a second
envoy was sent by another route, which implied that Ralamb faced the unusual cir-
cumstance of having to share his ambassadorial position with his colleague who was
in Istanbul for much of the same duration.

Even in its newly enlarged and complicated frame of the mid-17th century, how-
ever, Europe could not encompass or exhaust Ottoman interests in international
affairs. Only a few months before Rélamb, for instance, the Ottoman capital was vis-
ited by an ambassador from India who had been commissioned to explore the possi-
bility of an Ottoman-Mughal alliance against the Safavids of Iran. Kaim Beg was the
second Mughal envoy to ask for the sultan’s audience since the Safavid reconquest of
Kandahar in 1649.> At one and the same historical conjuncture, in other words, the
Ottoman Empire was being asked by two potential allies, one in Scandinavia and the
other in South Asia, to stretch its muscle as far northwest as Poland and southeast as
Kandahar. One can find in this circumstance a sign of both Ottoman might and
Ottoman limits.

Railamb’s diary suggests that he expected the Ottoman political elite to be aware of
all this; at least, he is not surprised to find that some of his Ottoman contacts were

knowledgeable, even savvy, about the issues that he had come to negotiate. In his

Istanbul panoramasi. Pieter van
der Keere. Amsterdam 1616.
Magnus Gabriel de la Gardie
(1622-86) kitapligindan
National Library, Stockholm.
Panorama of Istanbul. Pieter
van der Keere. Amsterdam
1616. From the Library of
Magnus Gabriel de la Gardie
(1622-86) National Library,
Stockholm.

4 The information on Swedish-
Ottoman diplomatic exchanges
and travels is from Walther
Bjorkman, “Die schwedisch-
turkischen Beziehungen bis
1800,” in Festschrift Georg Jacob
(Leipzig, 1932), 9-23. Queen
Christina's interest in the
Ottoman Empire continued (and
changed its nature?) after her
abdication in 1654 and conversion
to Catholicism. Marsili's
Osservazioni intorno al Bosforo
Tracio overo Canale di
Constantinopoli (Rome, 1681)
was presented to “Alla Sacra Real
Maesta di Cristina, Regina di
Svezia.” The count also records
in his memoirs that “walking up
and down... past big tables with
open atlases, she asked [him]
questions about Turkey, Hungary,
and the navigation of the Greek
islands ... and next day he learnt
that the commission in her mind
concerned a fantastic and impos-
sible plan for naval warfare against
the Turks.” Cited in John Stoye,
Marsigli's Europe, 1680-1730:
The Life and Times of Luigi
Ferdinando Marsili, Soldier and
Virtuoso (New Haven and
London, 1994), p. 56.

5 Silahdar Tarihi, 2 vols. (Istanbul,
1928), 1:41-42 (for Kaim Beg’s
arrival) and 1:54 (for his departure
in September 1656). Not surpris-
ingly, an ambassador from Iran
was in Istanbul later that year and
departed in January 1657; ibid.,
63-64.
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6 Ornegin bkz. Knut Hamsun
ve H. C. Andersen, Istanbul’da
Iki Iskandinav Seyyah,

cev. B. Giirsaler Syvertsen
(Istanbul, 1993).

Osmanlilarin, miizakere etmeye geldigi meseleler konusunda bilgili, hatta kavrayish
oldugunu goriince sasirmaz. Raporlarinda, “bu insanlarin degisken bir kafa yapist var”
ya da “kolayca kor inanglara kapiliyorlar” tiirtinden basmakalip ifadeler iceren birkag
pasaj bulunsa da, 19. yiizyil yapitlarinin belirgin bir 6zelligi olan oryantalist kii¢iimse-
me neredeyse hi¢ yoktur.® Rdlamb ayrica “Hiristiyanlik ve Tiirkiye’nin sinirlarinin da
adamakilli farkindayd: (modern ¢ag baslangicinda sik rastlanan ve dinsel bir tanimla
dindigi-siyasal bir tanimi yanyana getiren bu asimetrik kullanim gliniimiizde “Avrupa
ve Islam” biciminde ters cevrilmistir).

Osmanlilarin, Isvec’in miittefiki Erdel beyinin yaptiklarina géz yummama yolun-
daki karar1 belki de Ralamb’1 hayal kirtkligina ugratmist: ama daha sonraki yasaminda,
uzaktan da olsa, haberleri ¢ok yakindan takip etmese de, pes pese iktidara gelen Kop-
riiliilerin titizlikle belirledigi siyasetin Osmanl Imparatorlugu i¢cin gorece ise yaradigi-
n1 fark etmis olsa gerekir. Rilamb’in Istanbul’dan ayriligindan sonraki 25 yilda, Os-
manli Imparatorlugu en basarili yayilma evresini yasamis ve dogu Avrupa’da bile en

genis topraklarina ulagmustir.
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account, there is hardly any orientalizing condescension that characterizes 19th cen-
tury works, even if there are a few passages that ofter clichés like “those people are of
an inconstant mind” or that they are easily given to “superstition,” etc.® He was also
highly conscious of the boundaries of “Christendom and Turkey” (an asymmetrical
usage, common in the early modern era, juxtaposing a religious identification with a
secular-political one, has been reversed in our own age: “Europe and Islam”).

The Ottoman decision not to tolerate the action of the Transylvanian king,
Sweden’s ally, disappointed Ralamb perhaps, but he must have noted in his later life,
even from afar and even if he did not avidly follow the news, that the policies care-
tully designed by the successive regimes of the two Kopriiliis, senior and junior,
worked relatively well for the Empire. For two and a half decades after Ralamb’s
departure, the Ottoman Empire enjoyed its most successful phase of expansion, and

its largest territorial reach, ever in Eastern Europe.

6 Compare, for instance, to Knut
Hamsun and H.C. Andersen,
Istanbul’da Iki Iskandinav Seyyah,
trans. B. Gtirsaler Syvertsen
(Istanbul, 1993).
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1 Eklenmis olabilecek yegane
harfler X ve Z’dir. Isvec alfabe-
sindeki Y, A, A ve O harfleri
biiyiik olasilikla boyle bir baglam-
da kullamilmazdi. Ayrica, yazihs
olarak U ve I'ya benzetilebilecek
V ve J de kullanilamazd:.

Karin Adahl

Edirne’ye sefer: Ralamb’in
yirmi alay-1 himayun resmi

Bir zamanlar Ralamb’a ait olan ve bugilin Stokholm’deki Nordiska Museet’te muhafa-
za edilen yirmi resim, hem 17. yiizyil ortasinda Osmanli Imparatorlugu hem de IV.
Mehmed’in hiikiimdarligi konusunda bilgi veren benzersiz bir kiltiir mirasidir. 17.
yiizyilda Osmanl yasamini yabancilarin gordiigli bigimiyle anlatan resimlere Tiirk ¢ev-
relerinde ender rastlanir. [sve¢ baglamindaysa bu resimler, bu tilkede Osmanl diinyasi-
na kars1 erken bir donemde duyulan ilgiyi gorsellestirir. Motif, bir Osmanli kentinin,
olasilikla Istanbul’un sokaklarindaki bir gecit torenini gosterir, Rilamb’in Istanbul’da
kaldig1 sirada meydana gelen ve giinliigiinde anlattig: bir olayla baglantilandirilabilecek
bir motiftir bu.

24 Eylil 1657°de, padisah ve maiyetindekilerin alay1 Istanbul’dan ayrildi. Ralamb
kiraladig1 evden bu alay1 seyrediyordu. Sokaklarda kimsecikler yoktu, ¢linkii sokakla-
rin sessiz ve bos birakilmasi i¢in emir ¢cikarilmisti. Alayin sonunda Padisah bizzat gele-
ne kadar kent halkinin padisaha bakmasina izin verilmiyordu. Padisah sokaklardan ge-
cerken basini saga sola ceviriyordu ki herkes onu goriip iyi dileklerle selamlayabilsin,
atinin yoluna ¢icekler serebilsin.

Bugiin so6zii edilen bu yirmi resim Stokholm’deki Nordiska Museet’te korunmak-
tadir. On besi 1938’de Ralamb aile vakfinin bagis1 olarak miizeye emanet edilmistir,
kalan bes resimse 1988’de miize tarafindan alinmistir ve bugiin de miizeye aittir.

Yirmi resmin tamamu, iri siyah harflerle A’dan U’ya kadar “numaralanmistir”; re-
simlerin alt kisimlarinda acilmis birer beyaz tomar resmedilmistir. Bu tomarlarda Isvec-
ce, styah, kaligrafik yazilar vardir. Nordiska Museet’e emanet verilen resimler A, C, E,
G, H LK.M, N, O, P, R, S, T ve U harfleriyle numaralanmistir. Miizenin aldig1 re-
simler, ikisinde harfler silinmis de olsa, B, D, F, L ve Q harfleriyle numaralanmstir.
Hicbir resim alfabenin son harflerine tekabiil etmese de' “numaralama” ya da “harfle-

me”, dizinin tamamlanmis oldugunu gosterir.
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Karin Adahl

The departure to Edirne: Ralamb’s
twenty paintings of the Sultan’s procession

The twenty paintings which belonged to Railamb and today are preserved in the
Nordic Museum in Stockholm are a unique cultural heritage, both as information

from the Ottoman Empire in the middle of the 17th

century and of the rule of
Mehmed IV. In the Turkish context paintings of Ottoman life in the 17th century, as
seen through foreign eyes, are rare. In the Swedish context they visualize an early
interest in Sweden in the Ottoman world. The motif is a procession through the
streets of an Ottoman city, presumably Istanbul, a motif which can be connected to
an event that took place during Ralamb’s stay in Istanbul and which is related in his
diary

On the 24th of September 1657, the Sultan and his court left Istanbul in a proces-
sion, that Rdlamb observed from a house that he had rented. No one was out in the
streets since there were orders that the street should be quiet and empty. It was not until
the Sultan himself appeared at the end of the procession that the townspeople were sup-
posed to watch him. When the Sultan passed through the streets he was moving his head
from one side to the other so that everybody could see him and salute him with good
wishes and spread flowers on the ground before himself and his horse.

Today the twenty paintings are preserved in the Nordic Museum in Stockholm.
Fifteen had already been handed over to the museum already in 1937 as a deposition
from the Ralamb family foundation, the additional five were acquired by the Nordic
Museum in 1988 and now belong to the museum.

All twenty paintings are “numbered” from A to U in large black letters and have
white, scrolled labels painted onto the lower part of the painting, with a black calli-
graphic text in Swedish. The paintings in deposition in the Nordic Museum are num-
bered with the letters A, C, E, G, H, [, K, M, N, O, P, R, S, T and U. The paint-
ings acquired by the museum are numbered with the letters B, D, F, L and Q,

The departure to Edirne: Rélamb’s twenty paintings of the Sultan’s procession KARIN ADAHL
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2 Claes Rélamb, Diarium under res
till Konstaninopel 1657-1658,

ed. C .Callmer, Stokholm, 1963,
s. 156-158.

3 A relation of a journey to
Istanbul... (Bir Istanbul Gezisinin
Hikayesi) Stokholm’de Isvecce
basilmus bir niishanin Ingilizce
cevirisi. Gezi ve yolculuk
derlemesi, cilt 5, Londra, 1732,
s. 711.

Resimlerde 17. yiizyil el yazisiyla yazilmus zarif metin, alay-1 htimayunda hangi sa-
ray ileri gelenlerinin gosterildigi ve islevleri konusunda agiklamalar icerir. A¢iklamala-
rin numaralari, resimdeki figiirlerin dstiine yazilmus kii¢iik siyah rakamlara tekabtl eder.

Resimler tuval iistline yagliboyayla, gri tonlardan, mavi yesil ve kahverengiden olu-
san olduk¢a donuk bir renk yelpazesi kullanilarak yapilmis ama beyaz ve ¢arpici 6l¢ii-
de parlak bir siilyen kirmizis1 eklenmistir.

Biitiin resimlerin eni 122 cm.dir. Boylar1 133 cm.den 203 cm.ye kadar degisir. Bii-
tiin resimlerde tuval ayni genislikte oldugu, dolayisiyla da biitiin resimlerin eni ayni
oldugu i¢in tuvallerin tek bir tomardan kesildigi diistiniilebilir.

Resimlerin konusu, Osmanl padisahi IV. Mehmed ve maiyetindekilerin, asker ve
memurlarin gecit torenidir, yenicerilerle ve Istanbul kadistyla baslayip, yenigerilerin ve
saraylilarin ¢evreledigi sadrazam ve padisahla son bulan alay-1 hiitmayundur.

Alay Eylil ayinda yapildigina gore, bu torenin en olasi gerekeesi, Padisahin avlan-
maya Edirne’ye gidisidir. 16. yiizyildan beri padisahlarin yazin Edirne’ye yerlesmesi,
ayrica oraya ava gitmesi bir gelenekti. IV. Mehmed bir av tutkunu olarak taninirds,
acik alanlar ve ormanla cevrili Edirne’deki ¢ok daha serbest yasami yegleyerek Istan-
bul’dan uzakta aylar ge¢irirdi.

Ralamb’in giinligindeki metinle resimler arasinda —resimler tizerindeki aciklama-
larin son derece degerli yardimiyla— yapilan karsilagtirma, metinle resimler arasinda,
askeri erkan ve saraylilarin alaydaki diizeni ile giinliikte alayin betimlenisi konusunda
eksiksiz olmasa da apacik bir uygunluk, bir értiisme bulundugunu gosterir.” Ne var ki
glinligiin hem resmi (kisaltilmis) Isvecce versiyonunda hem Ingilizce versiyonunda,
Raélamb alaydaki saraylilar ya da askeri erkanin teker teker betimlemesini yapmaz, sa-
dece yukarida belirttigimiz gibi olaya iliskin kisa bir yorumla yetinir.’

Resimlerde alay sagdan sola dogru hareket eder, olasilikla Topkapi Sarayr’'ndan yo-
la ¢ikar, Rilamb’a gore Edirnekapi’dan gegerek Davutpasa’ya dogru ilerler. Islevine
gore degisik gruplara boliinmustiir. Rilamb’in alay betimlemesini okuyacak olursak,
birka¢ yiiz kisinin torene katildigini 6greniriz. Resimlerde, yaya ve at sirtinda, toplam
170 kisi vardir.

Alaymn baginda Istanbul’da asayis ve inzibat islerine bakan asesbasi ve subagi vards,
onlarin 6ntinde yenigeriler ve ¢avuslar yiirtirdii. Ralamb’in anlattigina gore altmis ¢a-
vus vardi. Sembolik olarak sadece pek azi resimde gosterilmistir. Sonra ocak kuman-
dam1 cebecibagt, geliyordu. Ugiincii resimde onun pesinden ilerleyen yeniceriler, corbacilar
ve Bektasiler betimlenir. Bu resimde en sonda ¢uhadar-1 bab-1 ocak, yenigeri agasinin yag-
murlugunu tasiyarak ilerler.

Yeniceri sakalan ve onlara bagh gorevlilerin ardindan (Tablo E) baska yeniceriler,

yenigeri agasi ve (Tablo K) tesrifat¢i alay ¢avusu, onun arkasindan da miiteferrikalar yiirtr.
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Sonra Sadrazam’in maiyeti (Tablo M), padisaha en yakin gorevliler, Rilamb’a gore
200 kisi olan kapicibagilar gelir (Tablolar N, P, R). Tablo P’de cesitli tarikat seyhleri ve
“ett litet Capel der Alcoranen liger uti” (“icinde Kuran bulunan kiiciik bir mabet”) tasi-
yan bir deve goriiliir.

Sonra Sadrazam (Tablo R), padisahin ciiceleri ve padisahin samson denilen av kopek-
lerini yetistiren samsoncular gelir. En sonunda, peykler (usak ya da muhafiz) ve cesitli
riitbelerden okgular (solak ve solakbagi) tarafindan kusatilmus padisah gelir (Tablo S).
Son resimlerde ve alayda da en sonda hadimagalan, doganalar, kosleriyle “mehterhane”
(mehter) gelir. Alay, saray mutfagindan agglar ve asglar sakasi ile (Tablo U) son bulur.

Biitiin bu insanlar, ¢esitli riitbelerden subaylar ve sarayda birbirinden kesinkes ayr
gorevleri bulunan saray gorevlileri, iyice gelismis bir tesrifat sisteminin pargastydi, or-
negin sakalarin pratik degil, daha cok torensel bir islevi vardi.

Figiirler ve atlar naif ve stilize bir bi¢imde yansitilmustir, bitytik 6l¢iide basmakaliptir.
Goriintise bakilirsa ressam motifini bir grup modelden meydana getirmistir, atlar, sanki
bir kaliptan ¢ekilip cikartilmig gibi, neredeyse biitiintiyle ayni hareket icinde resmedil-
mistir. Insanlar kisa ve tombuldur. Farkli tiniformalan ve kostiimleriyle, ozellikle goste-
risli bashiklariyla, ayrica subaylarin gorevlerini belirten alametleriyle ayirt edilebilirler.
Ressam insanlarin yiizlerini ¢esitli bakis ve ifadeler icinde resmetmeye ¢aba gostermistir.

Atlar da, insanlarin kosttim ve tiniformalart da, Rilamb’in Istanbul’da edindigi, 137 re-
simden olusan kii¢iik giyim-kusam kitabindaki bazi resimlerle biiytik dl¢tide ortiistir. Bu-
nunla birlikte bu giyim-kusam kitab1 tam anlamiyla bir model olusturmus ya da tam bir
eskiz defteri islevi gormiis denebilecek kadar biiytlik oranda iliskili degildir resimlerle.

Yirmi resim yan yana siralandiginda tek tek resimlerin umuldugu kadar birbiriyle
baglantili olmadig1 gézlemlenir. Siralamada hem kesintiler, hem de figiirlerin boyutla-
rinda farkliliklar bulunmasi, resimler Gstiinde degisik ressamlarin calistirnldig izlenimi
yaratir. Bu durum, yaygin bir uygulama olan sanat¢i atolyeleriyle agiklanabilir; s6z ko-
nusu atolyelerde, usta, yapilacak isin bir boliimiini ¢iraklarina birakirdi, dolayisiyla da

resimlerde farkli ellerin izi striilebilir.

Resimlerin kaynag1 ve ressam

Resimleri kim yapt1 ve nerede yapti? Osmanli sarayina, sarayin subay ve gorevlilerine
asina olan ama yine de Bati tGslubu ve uygulamalariyla yetistigini gdsteren bir tarzda
calisan bu sanatc¢1 kimdi?

Nordiska Museet’teki resimlerin envanter metninde resimlerin Istanbul’da yapildig

belirtilir ama biiyiik olasilikla bu, pek belgesel deger tasimayan bir varsayimdir sadece.
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although in two of the paintings the letters can no longer be seen. The “numbering”
or lettering also shows that the series is complete, although no paintings correspond
to the last letters of the alphabet.'

The elegant text on the labels, in 17th century handwriting, provides an explanation
of which dignitaries are shown in the procession as well as their function, with numbers
corresponding to small numbers written in black over the figures in the picture.

The pictures are painted in oil on canvas in a rather dull colour scheme of grey shades,
blue green and brown, but with the addition of white and a strikingly bright cinnabar-red.

All paintings measure 122 cm. in height, the length varing from 133 centimetres to
203 centimetres. It can be assumed that the canvas is cut from one roll, the weave being
of the same width in all paintings and consequently all paintings are of the same height.

The subject of the paintings is a procession of the Ottoman Sultan Mehmed IV and
his court, officials and functionairies, starting with the janissaries and the Mayor of
Istanbul, ending with the Grand Vizier and the Sultan himself, surrounded by janis-
saries and courtiers.

Since the procession took place in September the most likely reason for the event
was that the Sultan was going to Edirne to hunt. It was a tradition and habit of the

Sultans since the 16th

century to move to Edirne for the summer, but also to go hunt-
ing there. Mehmed IV was known as a passionate hunter who spent months away from
Istanbul, favouring the much freer life in Edirne, surrounded by open fields and forest.

A comparison between Ralamb’s text in his Diarium and the paintings, with the
valuable help of the text on the painted labels, shows an obvious if not complete cor-
respondence between the text and the paintings as to the order of the officials and
courtiers in the procession and the description of the procession in the diary.” In his
official (abridged) Swedish version of the diary, as well as in the English version, how-
ever, Rilamb gives no description of the individual courtiers or officials in the pro-
cession, only a brief comment on the event itself as quoted above.’

In the paintings the procession is moving from right to left, supposedly setting out
from the Topkap1 Palace and according to Réilamb moving towards Davutpasa, going
through the Edirne Kapi. It was divided into different groups according to function.
Reading Ralamb’s description of the procession, several hundred men took part. In
the paintings we see altogether around 170 men, walking, and on horseback.

At the head of the procession are the bailiff and the mayor of Istanbul, the hazas-
passi and the subassi, preceded by janissaries and chiauses. According to Ralamb’s text
the chiauses were sixty of which only a symbolic few are shown in the painting. Next
come the staft sergeant, zebzipassi, followed in the third painting by more janissaries,

infantry colonels, giorbaziller, and monks of the Bektasi order. Last in this painting

1 The only letters which could
possibly have been used addition-
ally are X and Z. The letters Y,
A, A and O in the Swedish
alphabet would most likely not
have been used in this context,
nor would V and J, which would
be equivalent to U and I in writ-
ing.

2 Claes Rélamb, Diaruium under
res till Konstaninopel 1657-1658,
ed. C. Callmer, Stockholm 1963,
pp. 156-158

3 A relation of a journey to
Constantinople. .., transl. from the
copy printed in Swedish at
Stockholm. A collection of voyages
and travels. Vol. 5. London 1732,
p. 711.
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comes the valet of the Aga of the janissaries carrying his raincap.

After the water carriers of the janissaries, zakaler, and their subordinates (tabula E)
come more janissaries, the Aga of the Janissaries and (tabula K) the herald, alaichiaus,
tollowed by the court squires, mutafaraka. Next are the attendants of the Grand Vizier
(tabula M) and the functionairies closest to the Sultan, the valets by his door, capezi
passj, according to Ralamb 200 persons (tabulas N, P, R). In painting P are different
religious orders, schejhler, and a camel carrying “ett litet Capel der Alcoranen liger uti” (a
small chapel containing the Koran).

Next comes the Grand Vizier himself (tabula R), the Sultan’s dwarfs, giugeleri, and
the Sultan’s hunting dogs called samsungiser. Finally arrives the Sultan himself sur-
rounded by his valets or guards, peik, and archers of difterent ranks, Solak and Solak
Passi (tabula S). In the last paintings, and last in the procession are the eunuchs, the
falconers, doganziler, and the music, mehterhane (mehter), with big kettledrums, kiosler.
The procession ends (tabula U) with the cooks, Aschi, and the water carriers, haschilar
sagasj, from the kitchen.

All these people, officials of different rank and attendants with strictly separate
functions at court were part of a well developed protocol where, for example, the
water carriers had a ceremonial rather than a practical function.

The figures and horses are painted in a naive and stylized manner and are highly
stereotyped. The artist seems to have composed his motif from a set of models, repeat-
ing the horses in almost exactly the same movement, as if drawn from a matrix. The
men are short and plump. They may be distinguished by their different uniforms and
costumes and particularly elaborate headgears, as well as the distinguishing attributes
that indicate the functions of the officials. The artist has made an effort to render the
faces of the men with a variety of looks and expressions.

The horses, as well as the costumes and uniforms of the men, correspond close-
ly to some of the images in a small costume book that originally contained 137
images, which Ralamb acquired in Istanbul. The costume book is however not so
closely related to the paintings as to be the complete model or to have served as a
complete sketch book.

When all the twenty paintings are joined together in close sequence, it may be
observed that the individual paintings are less well connected than would be expect-
ed. There are interruptions in the sequence as well as differences in the size of the fig-
ures and it appears that different artists could have been employed to work on the
paintings. This could be explained by the usual practice of artists’ workshops, where
the master left some work to apprentices and so different hands can be traced in the

paintings.
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4 Olof Hansson’un hesap defteri.
Kraliyet Kiitiiphanesi, Stokholm
Cod Holm. Ril, fol. 135. 16
rakamiyla taler, su durumda Is-
panyol taler’i kastedilmektedir, bu
miktar yaklasik bir Isvec rijks-
taler’ine denk gelir. Yabana
atilamayacak bir miktardir ama,
Rélamb’in [stanbul’da kaldig1 ay-
larda yaptig1 harcamalara kiyasla,
yirmi biiyiik resimle orantili bir
para degildir. Ralamb’in ayn1 yil
Subat ayinda bir elmasa 6dedigi
200 taler’le karsilastirilabilir.

Resimlerde imza yoktur, 6rnegin tuvallerin arka yiiziinde, resimlerin kaynagina
iliskin baska bir ipucu da yoktur. Rilamb’in giinliigiinde, Osmanl toplumu, gelenek
ve gorenekleri, resmi gorevde, resmi torenlerde ya da sokaktaki haliyle Osmanli halka
tistiine ayrintii gdzlemler bulunsa da, Ralamb’in kendisi herhangi bir sanatc¢i1 ya da res-
samdan s6z etmez, 24 Eyliil 1657 de izledigi gecit toreni igin siparis edilmis resimler
de yoktur.

Dolayisiyla da, Ralamb’in usagi Olof Hansson’un Ralamb’in gorev ziyareti sirasin-
da tutulan bir muhasebe defterine Ocak 1658’de diistiigii not biiyiik merak uyandirir:*

“17. Dito betalt Palacke som malade Keijsarens Withtag till Adrianopel 16:-”

(Ditto Padisahin Edirne’ye gidisini resmeden Polonyali adama parayr 6dedi: 16)

Rilamb’in el¢ilik goérevinden kalma belgeler arasinda, Rdlamb’in biiyiik merakla
izledigi alayla baglantili resimlerle iliskilendirilebilecek tek kaynak budur. Rilamb
giinliigiinde alaym ayrintili bir betimlemesini yaparken, resimlerden s6z etmez. Oy-
leyse o Polonyali kimdi ve gercekten ne resmi yapmusti?

Resimlerin 1938’de Nordiska Museet’e emanet edilmesinden beri, Rdlamb’in resimle-
ri Turkiye’den getirdigi, dolayistyla onlan bizzat elginin Istanbul’da siparis ettigi varsayilir.

O zamanlar bu varsayimdan kuskulanacak bir neden yoktu, ciinkii o dénemde Is-
vec’te 17. yiizyil Istanbulu’ndaki sanat ve sanatcilar konusunda pek az sey biliniyordu.
Rilamb alay-1 hiimayuna taniklik etmis, giinliigiinde de anlatmisti. Isve¢ baglaminda,
Tirk giysileri icindeki yiiksek gorevlilerin bulundugu bir yabanci téreni gosteren bu
resimler egzotikti; biitiin ayrintilariyla herhangi bir Isvecliye yabanciydi bu goriintii-
ler. Dolayisiyla yurda doniiste Isve¢ halkina getirilecek ¢ok ilging, egzotik bir konu
olusturuyorlardi. Sonugta Tiirkiye’de yapildiklar1 varsayimi benimsendi.

Eyliil sonundan Réilamb’in Istanbul’dan ayrildigi Ocak sonlarina kadar gecen kisa
stire gbz Ontine alinacak olursa, tek bir ressamin yirmi biiyiik resmi yapmas: ¢ok gii¢
olurdu. Birka¢ ressamin ve belki de ¢iraklarin ¢alistigr bir atolyede gergeklesebilirdi bu
sadece. Ne var ki o donemde Istanbul’da boyle bir atdlyenin bulunduguna iliskin hic
kanit yoktur.

Sonug olarak, bu ve baska nedenlerden &tiirii, resimlerin Istanbul’da yapilmis olma-
st olanaksiz gortinmektedir. Olof Hansson’un hesap defterindeki, Hansson’a gore Edir-
ne’ye gidisi resmetmis Polonyali adama yapilan 6deme bilgisi kaliyor elimizde yine.

Belki de, ister Ali Ufki Bey yani Bobowski olsun, isterse Istanbul’daki bir bagka Po-
lonyali kisi ya da sanat¢i olsun; bu Polonyalinin alaydaki kisiler, kostiimleri, kiliklari,
basliklar1 ve resimlerde kullanilacak gostergeler tstiine bilgi vererek, Ralamb icin bir
dizi taslak-resim yaptigini varsaymaliyiz. Bu taslaklar Rilamb’in albiimiindeki resim-
lerle birbirinin ayni olabilirdi de olmayabilirdi de.

Giyim kusam albiimtiyle ve olasilikla, Polonyali ressamin yaptig: taslaklar ya da kii-
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The origin of the paintings and the artist

Who painted the pictures and where were they painted? Who was the artist familiar
with the Ottoman court and its officials and functionaries and yet working in a man-
ner showing a training in Western style and practices?

The inventory text of the paintings in the Nordic Museum tells us that the paint-
ings were made in Istanbul, but this is most probably only an assumption of little doc-
umentary value.

There is no signature on the paintings, nor any other clues to the origin of the
paintings, for example on the backside of the canvases. Although Railamb’s diary is
detailed in the observation of the Ottoman society, its traditions and habits as well as
people in official functions, in official receptions or just seen in the street, Rilamb
himself does not mention any artist or painter, nor that paintings were ordered of the
procession observed on September 24th 1657,

Of great interest is therefore a note made in January 1658 by Réilamb’s valet Olof
Hansson in the account book kept during Rilamb’s mission.*

“17. Dito betalt Palacke som mdlade Keijsarens Withtag till Adrianopel 16:-”

(Ditto paid the Polish man who painted the exit of the Sultan to Edirne)

This 1s the only reference in the documents from Ralamb’s embassy which relate
to paintings connected with the procession that Ralamb had watched with such great
interest. While Ralamb gives a detailed description of the procession in the diary, he
does not mention the paintings.

Ever since the paintings were deposited in the Nordic Museum in 1938, it has been
assumed that Rdlamb brought the paintings from Turkey and, as a consequence that
they were commissioned by him in Istanbul.

This was an assumption which at that time there seemed to be little or no reason to
doubt, particularly since there was little knowledge at the time in Sweden of art and artists
in 17th century Istanbul. Ralamb had witnessed the procession and written about it in his
diary and the paintings were exotic in the Swedish context, representing a foreign cere-
monial with dignitaries in Turkish dress, foreign to any Swede in all its details and thus
also representing an exotic subject of great interest to bring home to a Swedish public.
As a consequence it was assumed that they should have been produced in Turkey.

Considering the short time period from the end of September until late January
when Ralamb left Istanbul it would, however, have been difficult for one artist to
paint twenty large paintings. This could be done only in a workshop with several
artists and perhaps apprentices at work. There is, however, no evidence of any such

workshop in Istanbul at the time.

4 Olof Hansson’s account book.
Royal Library, Stockholm Cod
Holm. Ral, Fol.135. The sum 16
refers to daler, in this case Spanish
daler but approximately corre-
sponding to a Swedish riksdaler, a
considerable sum but not in pro-
portion to twenty large paintings,
if compared with other expenses
during the months in Istanbul. Tt
can be compared with the 200
daler that Ralamb paid for a dia-
mond in Edirne in February the
same year.
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ciik olcekli resimlerle Isve¢’e dondiikten sonra Réilamb, sayfiye evlerinden birinin (ev-
lerin ¢ogu Stokholm’e yakin sayilirdr) yakininda yasayan, o bolgeden bir sanat¢iya ya
da baskentteki bir atolyeye resimleri siparis etmis olabilir. Sanatsal a¢idan oldukc¢a ba-
sit ve naif nitelikteki bu resimler, hem Stokholm’de, hem tasra kent ve kasabalarinda
kiliselerin dekorasyonu ya da kisisel kullanim gibi ¢esitli amaglarla tiretiliyordu.

Railamb resimleri siparis ederken, Osmanli Imparatorlugu’nun gorkemi ve biiyiile-
yiciligine iliskin kendi izlenimlerini ¢agdaslarina, biiytlik olasilikla bizzat krala goster-
mek niyetindeydi.

Yaklagik 34 metre uzunlugundaki resim dizisini sergilemek icin genis bir mekan
gerekiyorsa da, biiylik olasilikla bu resimler el¢inin Stokholm’tin merkezindeki evini
dekorasyonu i¢in, ya da belki bir galeri, dans ya da resepsiyon salonunu siislemek
amaciyla yapilmislardi. Ralamb Stokholm yakinlarinda birka¢ kosk sahibi olduguna
gore, resimler bu kosklerden birinin biiyiik salonunun dekorasyonu i¢in kullanilmak
tizere de getirtilmis olabilir.

Farkli bir baglamda, Rilamb’in 1smarladig1 resimler, oryantalist egilimden iki yiiz
yil 6nce yapilmus olsalar da oryantalist gelenek icinde degerlendirilebilir. Osmanlh Im-
paratorlugu’nu, yasamim ve geleneklerini bir yabancinin goziinden, Tiirklerin
gorenek ve gorlintislerini sagskinlikla izleyen bir yabancinin géziinden yansitan resim-
lerdir bunlar. O zamanin diinyasindaki en gii¢lii devletlerden birinin baskentinde ger-
ceklesen benzersiz bir olayin anisi olarak, gelenekleri hem korku ve hayranlik, hem de
merak uyandiran bir yabanci toplumun anisi olarak da siparis edilmis olabilirler.

Bununla birlikte Ralamb’in resimlerinde “egzotiklestirme” yoktur, alaydaki Os-
manli subaylarinin goriiniisleri ve davranislart abartilmaz. Oysa bu, Osmanli diinyasini
yansitan daha erken ve daha gec tarihli eserlerde gozlemlenebilen bir niteliktir. Bu
durum, Rilamb’in olagandisi giinligiine de uyar. Gen¢ adamuin giinligiinde, zeki,

acik fikirli ve dnyargisiz bir gézlemci oldugu goriliir.
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For this, and other reasons, it therefore seems most unlikely that the paintings were
produced in Istanbul. Still we are left with the information in Olof Hansson’s account
book about the payment to the Polish man, who, according to Hansson, painted the
departure to Edirne.

Maybe we should assume that the Polish man painted a series of sketches for
Ralamb, providing information about the figures in the procession, their costumes,
attires, headgears and attributes to be used in the paintings. Such sketches may or may
not have been identical with pictures in Rilamb’s album.

After his return to Sweden with the costume album and possibly with the sketch-
es or paintings in small scale made by the Polish painter, Ralamb could have com-
missioned the paintings from a local artist in the neighbourhood of one of his prop-
erties in the countryside, most of them not far from Stockholm, or in a workshop in
the capital. Naive paintings of a rather simple artistic quality were produced for many
purposes, such as decoration in churches, both in Stockholm and in the provincial
capitals and towns, as well as for private use.

When Ralamb commissioned the paintings it was most likely with the intention of
showing his contemporaries, perhaps the King himself, some of his own impressions
of the splendour and fascination of the Ottoman Empire.

Although the nearly 34-meter-long suite of paintings demanded space, they were
probably meant to decorate his house in central Stockholm, perhaps a gallery or a ball
room or a reception hall. Since he owned several manor houses not far from
Stockholm the paintings could also have been intended to decorate the main room in
one of these premises.

In a different context, the paintings ordered by Ralamb could be regarded as
belonging in the orientalist tradition, although predating this genre with two hundred
years. They represented the Ottoman Empire, its life and traditions as observed
through the eyes of a foreigner marvelling over the customs and appearances of the
Turks. They could also have been commissioned as souvenirs of a unique event tak-
ing place in the capital of one of mightiest powers in the then-known world, and of
a foreign society with traditions generating both awe and admiration as well as inter-
est.

The Réilamb paintings are, however, not exoticising and they do not exaggerate
the appearance or behaviour of the Ottoman officials in the procession, something
that can be observed in both earlier and later images from the Ottoman world. This
accords well with the extraordinary diary of Ridlamb, in which the young man showed

the same perspicacious observation, open mind and freedom from prejudice.
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Nurhan Atasoy

Osmanh istanbulu’nda alay ve tesrifat

Toplumsal geleneklere ve gorgii kurallarina dayanan Osmanli tesrifat usulleri saray ya-
samuini bicimlendirdi ve bu toren yiizyillar boyunca pek az degisiklige ugradi.

Cesitli olaylar dolayisiyla yapilan alaylar yalnizca halk taratindan degil tilkeyi gez-
meye gelmis ya da tilkede yasayan yabancilar tarafindan da seyrediliyordu. Dolayisiyla
alaylar, Osmanh diinyasinin goriintiisiinti yansitan birer uluslararasi ayna islevi gorii-
yordu. Alaylarin diizenlenmesine bunca 6nem verilmesinin gerek¢elerinden biri buy-
du. Yeni bir padisahin tahta ¢ikisindan sonra yapilan kili¢ alay1, padisahin her cuma ca-
miye gidisi i¢in yapilan alay, padisahin ordusunun basinda savasa giderken diizenlenen
sefer alayi, padisahin kizlar1 ve kiz kardeslerinin diigiinleri i¢in diizenlenen diigiin ala-
y1, hanedandan bir cocugun dogumunda yapilan besik alay1 ve bu tiirden bagka bircok
toren, onemli olaylar1 halka ve diinyaya duyuruyor, devletin ihtisamuini ve kudretini
sergilemesi i¢cin devaml: firsat yaratiyordu.

Alay-1 hiimayunun ayr bir 6nemi vardi. Savasa girme karar1 alindiktan sonra Top-
kap1 Sarayr’ndaki Babiissaade’de bir toren yapilir, zaferle sonuglannus bir sefere gotii-
rilen iki tug ve sancak-1 serif sergilenirdi. Ordu yola ¢ikmadan birkag giin 6nce, tip-
ki kili¢ alayindaki gibi, 6nemli sahsiyetlerin kabirlerine ziyarette bulunulur, ctilus
bahsisi dagitilir, dualar edilirdi. Sonra otag-1 hiimayun mehteran-1 haymeden alinir ve
kent disinda, daha 6nceden sadrazamin karar verdigi bir yere gotiriiliirdii. Sadrazam-
la padisah sefere birlikte ¢iktiklart i¢in devlet islerini sadrazamin vekili devralirdi. Pa-
disah sefer icin saraydan ayrilirken esyas: 6nden gonderilmis olurdu. Ozel kurallara g6-
re diizenlenen sefer alay1 halkin tezahiiratlar icinde kentten ¢ikardi. Sadrazam ve sey-
hilislam yan yana, vezirler, nisanci, kazasker ve defterdarla birlikte yiirtirdii; timiintin
de yanlarinda at kilindan tuglar bulunurdu. Onlarnn arkasindan saray mubhafizlarinin
kumandanlari, casmgirbasi, Divan ileri gelenleri ve miiteferrika (miiteferrika, ileri ge-

len Osmanl ailelerinin ogullarindan olusuyordu) subaylar ilerlerdi. Sehzadelerden bi-
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Nurhan Atasoy

Processions and Protocol in Ottoman Istanbul

Ottoman protocol based on social traditions and etiquette shaped palace life, and this
ceremonial changed little over the centuries.

Processions marking various events were not only watched by citizens, but by for-
eigners visiting or living in the country, and so were an international mirror reflect-
ing the image of the Ottoman world. This was one reason why so much importance
was attached to their organisation. The sword-girding procession following the acces-
sion of a new sultan, the procession of the sultan to mosque every Friday, the cam-
paign procession when the sultan led his army to war, wedding processions for the
daughters and sisters of the sultan, the cradle procession held at the birth of a royal
child, and many other ceremonies of this kind proclaimed momentous events to the
public and the world at large, and offered repeated opportunities for the state to dis-
play its pomp and power.

Imperial procession were of special importance. After the decision to go to war had
been taken, a ceremony was held in front of the Gate of Felicity, Babussaade, in the
Topkap1 Palace, at which two imperial horsetails that had been in a victorious cam-
paign and the standard of Muhammed were displayed. A few days before the army
set out, visits were made to the tombs of important figures, as was done at the sword-
girding ceremony, alms were distributed and prayers offered. Then the imperial tent
palace would be taken from the quarters of the imperial tent pitchers and transported
to a location outside the city previously decided upon by the grand vizier. Since the
grand vizier and the sultan went on campaign together, the deputy grand vizier would
take charge of affairs of state. By the time the sultan left the palace on campaign, the
baggage had already been sent on ahead. The campaign procession, organised in com-
pliance with specific rules, left the city to public acclaim. The grand vizier and the

seyhiilislam [chiet of the clerical hierarchy] went side by side, with the viziers, lord
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1 Heyet, Resimli Haritali Mufassal
Osmanly Tarihi, Istanbul 1960,
cilt IV, s. 2000 ve 2078.

r1 de babasina seferde eslik ediyorsa, solaklarla birlikte padisahin 6ntinde sancak-1 seri-
fi tagtyan arabanin arkasindan ytriirdi.

Padisahin arkasindan, riitbelerini gosteren altin seritli kirmizi kadife bagliklar giymis
silahdar ve ¢uhadar gelirdi. Padisahin yaninda gorkemli téren giysileri icindeki solak-
lar, 6nlerinde de peykler ilerlerdi. Vezirler genellikle kallavi kavuklar ve kiirkli kaf-
tanlar giyerdi ama padisah zirh kusanmissa onlar da 6yle yapardi. Bu uzun ve bas don-
diirticii toren alayi, eger ordu Rumeli yontinde batiya gidiyorsa Davutpasa’da, dogu-
ya gidiyorsa Uskiidar ya da Maltepe’de konaklardi. Otag-1 hiimayun asker cadirlarin-
dan belli bir uzakliga kurulur, her gece bir sancakbeyi nobet beklerdi. Padisah ara si-
ra arabayla yolculuk etse de bir kentten Sbiirtine daima at sirtinda giderdi.

Hangi vesileyle olursa olsun Istanbul’da diizenlenen alaylar kentteki diplomatlarin
ve biitlin 6biir yabancilarin yogun ilgi ve merakini uyandirirdi. Cogu ancak bu téren-
lerde padisah1 ve biitlin maiyetini yakindan gérme firsati bulurdu. Daha sonra gozlem-
lerini kendi yoneticilerine aktarirlardi. Toreni giizelce seyredebilmek isteyen el¢iler ve
yabancilar alay giizergahinda ev kiralar ve pencereden olup biteni izlerlerdi. Elcilerin
maiyetinde bulunan, kendi hiikiimetleri i¢in Osmanli yasamini betimlemekle gorevli
ressamlar desen ¢izmek icin bu firsattan yararlanir, daha sonra diplomatlar mektupla-
rinda ve raporlarinda gordiiklerini anlatirdi. Graviir ve desenler arasinda diigiin alayla-
rini1, valide alaylarin1 ve baska alaylar1 betimleyen pek cok yapit vardir.

Railamb, Istanbul’da bundugu doénemde, olasilikla aralarinda bir ressamin da bulun-
dugu maiyetiyle birlikte, 15 yasindaki Sultan IV. Mehmed’in (1648-1687) 1657’ deki
Edirne’ye sefer alayim seyretmistir. Alt1 yasgindayken Osmanli tahtina ¢ikan Mehmed,
ava o kadar diiskiindii ki Aver Mehmed diye taninirdi ve zamaninin biyiik bélimini
Edirne’de avlanarak gecirirdi. Sadrazam Kopriilii Mehmed Pasa, Canakkale’de orduya
kumanda ederken, padisahin bu kisisel merakinin, Erdel ve Venedik istiinde yarataca-
g1 etkiyi diistinerek, padisaha Edirne’ye gitmesini tavsiye etmisti. 1657°de Sultan IV.
Mehmed’in Istanbul’dan hareketi vesilesiyle diizenlenen alay, dénemin en gorkemli
alaylarindan biriydi. Padisah, kis1 gecirmek tizere Edirne’ye gitmeden Once, toreni iz-
leyen 15 giinii, kentin batisinda, otag-1 hiimayunun kuruldugu Davutpasa’da gecirdi.'

Osmanli sanatgilar biitiin alay1 boyle resimlerde betimlememistir, yalnizca alayin en il-
ging taraflarini tek sayfalik, bazen de cift sayfalik resimlerde yansitmistir. III. Murad'in og-
lu Sehzade Mehmed’in 1582’deki stinnetini kutlamak i¢in yapilan senliklerin ve 1720°de
III. Ahmed’in ti¢ oglunun siinnet kutlamalarinin resmedildigi iki Surndme-i Hiimayun yaz-
masinda, neredeyse biitiin minyatiirler bu uzun alaylar, 6zellikle de lonca alaylarini gos-
terir. Alaylar basindan sonuna gostermek ancak dizi resimlerle miimkiin oluyordu.

16. yiizyildan itibaren Avrupali sanatcilar sefer alaylarini, tipki Ralamb’in resimleri gibi
uzun seritler biciminde resmetmistir. Ama resimlerin hicbiri aym dl¢ekte olmanus ya da tu-
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chancellor [niganci], chief justices [kazasker] and minister of finance [defterdar| beside
them, all walking beside the horsetail standards. Behind these came the commanders
of the imperial guards, the imperial butler [¢agnigirbasi], the senior clerks of the Divan,
and the ofticers of the miiteferrika corps [composed of the sons of eminent Ottoman
families|. If one of the princes was accompanying his father on campaign, he would
walk amongst the foot guards [solak] in front of the sultan and behind the carriage con-
taining the standard of Muhammed.

Behind the sultan came his sword bearer [silahdar] and chief footman [¢uhadar|
dressed in the red velvet headdresses with gold bands that indicated their office; beside
and 1in front of him were the foot guards [solak] in their magnificent ceremonial cos-
tumes, and in front of them the bodyguards [peyk]. Viziers usually wore kallavi turbans
and fur-lined robes of office on such occasions, but if the sultan was wearing armour,
so did they. This large and dazzling procession would halt to rest at Davutpasa if the
army was heading westwards for Rumelia [Ottoman territories in Europe|, and at
Uskiidar or Maltepe if heading eastwards. The sultan’s tent would be erected at a dis-
tance from those of the soldiers, and each night the governor of a sub-province would
stand guard. Even if the sultan travelled in his carriage from time to time, he always
rode on horseback through cities.

All the processions held for whatever occasion in Istanbul aroused the avid inter-
est of diplomats and all other foreigners in Istanbul. It was only at such events that
most of them got the opportunity to see the sultan and his entire entourage at close
quarters, and they would later report their observations to their employers.
Ambassadors and other foreigners wishing for a good view of the processions would
rent houses on the route and watch from the windows. Artists in the retinues of
ambassadors charged with depicting scenes of Ottoman life for their governments used
this opportunity to do drawings, while diplomats later wrote accounts of what they
saw in letters and reports. Among the engravings and drawings are many depicting
wedding processions, processions of the Sultan’s mother and other diverse processions.

When Rilamb was in Istanbul, he and the other members of his delegation, who
must have included an artist, watched the procession of the 15 year-old Sultan
Mehmed IV (1648-1687) to Edirne in 1657. Mehmed, who acceded to the Ottoman
throne as a child of six, was so keen on hunting that he became known as Mehmed
the Hunter, and spent most of his time hunting at Edirne. While Grand Vizier
Kopriliit Mehmed Pasa was leading the army at Canakkale he advised the sultan to go
to Edirne, so impressing on Transylvania and the Venetians the sultan’s personal inter-
est in the campaign. The procession marking Sultan Mehmed IV’s departure from

Istanbul in 1657 was one of the most splendid of this period. The sultan spent the next
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3 Galland, 131.

val tistline yagliboya olarak yapilmamustir. Ralamb’in resimlerinin bir baska ayirt edici 6zel-
ligi de, diismanlik duygularim kortiklemek amaciyla yapilmus baska resimlerde gordiigiimiiz
gibi figiirleri carpitarak onlara canavars: bir goriiniis vermeye kalkisilmamis olmasidir.

Alayin betimlendigi yirmi yagliboya resim yan yana sergilenmis olsa gerekir. Nere-
de sergilenecekleri eni konu diisiintilmiis, boyutlar1 ve sayilart belli bir bina diistiniile-
rek tasarlanmistir kanisindayiz.

Resimler belli bash ti¢ alandan olusur: genellikle diiz ve bazen kaldirim tasi doseli
bir yol —alaya katilan figiirler bu yol boyunca siralanmistir—, arka planda sira sira evler,
cesitli baska kent binalari, surlar, yer yer de agaglar ve bulutlu bir gokyiizii. Bu 6geler
genellikle sahneden sahneye degisir.

Alaya katilanlar sirayla ressamin oniinden geger. Ressam, alay1 belli bir noktadan
seyrettiine gore, arka plandaki kent manzaras1 degismemeliydi, ama alayin kentin bir
ucundan 6biir ucuna ilerledigini anlatmak icin her sahnede arka plandaki dekor degis-
tirilmistir. Bu yiizden alayin Topkap1 Sarayi’'ndaki Bab-1 hiimayun’dan basladigini ve
kent icinde alay ilerledik¢e dekorun bir film seridi gibi degistigini goriiriiz.

Ne var ki bu arka plan sahneleri biiyiik 6l¢tide disseldir. Sira sira binalarin arasinda
yer yer beliren ve Istanbul surlarin1 animsatan yiiksek duvarlar, zaman zaman da mina-
reler, camiler, tepelerindeki hilal biciminde alemleriyle kubbeler Osmanli mimarisi iz-
lenimi yaratmak amaciyla gosterilmistir. Ama ne camiler ne de 6teki mimari 6geler, res-
samuin bunlan goézlemleyerek yaptigini, hatta Osmanli mimarisiyle en kii¢iik bir tanigik-
lig1 oldugunu diisiindlirmez bize. Bu binalar arasinda hi¢biri, belli bir binanin betimi
degildir. Yalnizca, padisah1 gosteren kesitin arkasindaki mimari dekor, agikca Bab-1
hiimayun ve saray duvarlan olarak yapilnustir. Dolayisiyla, surlarin ardinda goriilen ya-
pilart Aya Irini ve solda da Ayasofya olarak yorumlayabiliriz. Ayasofya iki yerine tic mi-
nareyle resmedilmis, ayrica saray duvarlarinin arkasinda yanlis yerde gosterilmistir, bu
ytizden resimlerin belgesel bir dogruluk icerdigi diistincesini bir yana birakmaliyiz.
Kubbelerin tepesindeki hilal bicimli alemler gibi birtakim mimari 6geler olasilikla res-
samun zihninde kalan bir izlenimin tirintidiir. Dizideki 6biir resimlere gelince, dus gii-
cliniizli ne kadar zorlasaniz da resimlerdeki binalar ger¢ek binalarla 6rtiismez.

Ne var ki bu durum alaydaki figiirler i¢cin gecerli degildir. Burada, ressamin alay1
nasil seyrettigine ve nasil bilgi toplamis olabilecegine daha yakindan bakmaliyiz. Belki
seyrederken notlar aldi ve kabataslak cizimler yapti. Galland giinltiglinde, gordiikleri-
ni dogru bir sirayla animsamanin ne kadar giic oldugunu® yazar ve yanlarinda bulunan
baz1 Tiirklerin, gecen her grubun kimligini acikladigini syler.” Salt gozleme dayana-
rak biittin alay1 resmetmek kolay olamaz, suna neredeyse hi¢ kusku yok ki ressam da-
ha sonra resimler tistiinde ¢alisirken halktan birinden yardim almustir. Buna iliskin ka-

nitimiz, bazi figlirlerin Gstiindeki numaralara tekabiil eden numaralanmig resim alt1
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15 days just west of the city at Davutpasa, where his royal tent had been erected,
before going on to Edirne to spend the winter.'

Ottoman artists did not depict the entire procession in such pictures, but the most
interesting parts as single page pictures, or sometimes double spreads. In two Surname-i
Hiimayun manuscripts illustrating the festivities celebrating the circumecision of Prince
Mehmed, the son of Murad III, in 1582, and the circumcision of three of the sons of
Ahmed IIT in 1720, almost all the miniature paintings are devoted to these long pro-
cessions, and particularly the guild processions. Only by means of the series of paint-
ings was it possible to show them in entirety.

From the 16th century European artists had depicted imperial campaign proces-
sions in the form of long bands, like the Rdlamb paintings, but none of them had been
on the same scale or executed in oil on canvas. Another distinctive characteristic of
the Ralamb paintings is that they do not attempt to distort the figures by giving them
a monstrous appearance as we find in some other portrayals intended to kindle feel-
ings of enmity.

The twenty oil paintings depicting the procession would have had to be displayed
side by side, and we must assume that thought had been given to where they would
be exhibited, and their size and number planned with a specific building in mind.

The pictures consist of three main areas: a generally straight and sometimes paved
road, along which the figures participating in the procession are arrayed, and in the
background rows of houses, various other city buildings, city walls, and occasionally
trees and sky with clouds. These elements usually change from scene to scene.

The participants in the procession advance in file before the artist. Since the artist
would have been watching the procession from a specific point, the background
cityscape should not have altered, but to express the fact that the procession was mov-
ing from one end of the city to the other, the background setting has been altered for
each scene. So we see the procession starting in front of the imperial gate of Topkap1
Palace, and the setting changing like a film strip as it progresses through the city.

However, these background scenes are largely imaginary. Occasionally high walls
appearing amidst a series of buildings reminiscent of Istanbul’s city walls, and from
time to time minarets, mosques and domes with crescent shaped standards on their
summit are shown to give the impression of Ottoman architecture. But neither the
mosques nor the other architectural elements suggest that the artist depicted these
from observation, or even that he had the slightest acquaintance with Ottoman archi-
tecture. Among these buildings none depict a specific building, with the exception of
the architectural scene behind the section depicting the sultan, which is evidently

meant to be the imperial gate and palace walls. We can therefore interpret the build-

1 Heyet, Resimli Haritali Mufassal

Osmanli Tarihi, Istanbul 1960,
vol. TV, pp. 2000 and 2078.
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agiklamalaridir. S6z konusu agiklamalar, yer yer, figilirlerin kimligini kesin bir bigim-
de 6grenmemize olanak verse de her zaman yeterli degildir. Dahasi, resimlerin altin-
daki yazilar okunamayacak derecede hasar gdrmistiir.

Rilamb’in resimlerinin en onemli tarafi, alaydaki dizi halinde verilmis figiirlerdir.
Bunlar, ilk bakista, ticari sanat¢ilar tarafindan yapilmis giyim-kusam albiimlerindeki fi-
glirlere benzer. Adeta ressam, figiirlerini ayrintih bir giyim-kusam albiimiine dayanarak
yapmus, belli bir 6l¢ekte biiylitmiis ve kendi kompozisyonlar i¢inde resmetmistir. Sanat-
¢1, alaylar ya da ordular1 gosteren sahneler gibi tarithsel konulu Osmanli minyatiirlerinin
bir 6zelligi olan kompozisyona pek onem vermemistir. Genel anlamda figiirler sagdan
sola ikiser ikiser ilerler. Bazi sahnelerde tam arkadan ya da yandan resmedilen figiirlerin
hareketi sanki zamanda donmus gibi gosterilir. Ama bir sahnede soldan saga ilerleyen bir
figtir, tekdiizeligi kirmak niyetiyle yapilmis gibidir. Ralamb’in resimlerindeki figiirler te-
ker teker ele alindiginda, giyim-kusam alblimlerindeki, sadece farkli kol ve bacak hare-
ketleriyle ve farkl giysileriyle birbirinden ayirt edilebilen kalip figiirlere benzer.

Alay sagdan sola, yani Arapg¢a yazi yoniinde ilerlerken gosterilmistir. Oysa bu tiir
alay resimlerinde, figtirlerin, gozlemcinin okumaya aliskin oldugu yonde ilerlemesini
bekleriz. Bu resimlerde secilen hareket yont, ressamin (ya da ressamlarin) bu yazi yo-
niine aligkin olmasi olabilir. Bir baska olasilik da, figiirler icin model alinan 6rneklerin
bu yonu belirlemis olmasidir.

Bazi resimlerde tam cepheden ya da arkadan resmedilmis baz: figiirlere rastliyoruz.
Kollarda ve bacaklarda, ayaklarin yere basis biciminde ve ytirtiyiis hareketlerinde k-
ciik farkliliklar getirilerek figtirlerin birtakim kaliplara dayanilarak yapildigi gercegini
saklama cabasina girilmistir. Baz: figiirlerin kafalar1 tam, bazilarininki ti¢ ¢eyrek profil-
den resmedilmistir. Yiizlerde golgeleme girisimi varsa da sonu¢ o donemde batili sa-
natcilarin sergiledigi beceri ve yetkinlikle karsilagtinlamaz. Ama Bati sanatinin etkisiy-
le dogulu sanatcilarin kalkistigi deneysel tarza 6rnek olusturur. Ressam, yizler i¢in
ozel bir diizen uygulamus, yiizleri dortte ti¢ profilden ya da tam profilden resmetmis,
birbirinden ayirt edilebilmesi i¢in giysi, kumas, sakal ve biyik gibi ayrintilar kullannns-
tir. Insan figiirlerindeki bu kaliplastirma atlar icin de gecerlidir. Atlarin pek azi tam
cepheden ya da tam arkadan resmedilmis; cesitlilik, renk farklariyla ya da kafalarin ve
ayaklarin durusundaki kii¢iik degisikliklerle saglanmustir. Figiirlerin giyim kusamindaki
tarkliliklar, kumas desenlerindeki ve renklerindeki degisikliklerle yaratilmistir. At sir-
tinda giden ya da yiriiyen figiirler de belli modellere dayanilarak yapilmis, duruslarina
inanilirhik katmak icin kiictik ¢esitlilikler getirilmistir.

Sagdan sola ilerleyen ve genellikle ikiser ikiser dizili figiirlerin siras1 diiz bir ¢izgi 1z-
lemekten ¢ok sola dogru hafifce kivrilir, alay sanki hafif bir yokustan iner gibidir.

Sadece bir tek resimde ters yone ilerleyen bir figiir goriiriiz.
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ings visible behind the walls as Haghia Eirene with Haghia Sophia to the left. The lat-
ter is not only depicted with three minarets rather than two, but wrongly located
behind the palace walls, so we have to dismiss any documentary veracity. Certain
architectural elements like standards in the form of crescents on the top of domes are
probably the result of an impression that remained in the artist’s memory. As for the
other pictures in the series, by no stretch of the imagination can the buildings be
matched to any real ones.

This does not hold for the figures in the procession, however. Here we must look
closely at how the artist watched the procession, and how he may have gathered infor-
mation. Perhaps he took notes and did sketches while he watched. Galland mentions
in his journal how difficult it was to remember exactly what he had seen in the cor-
rect order,” and says that some Turks who were with them explained to him the iden-
tity of each group that passed.”’ It cannot have been easy to depict the entire proces-
sion accurately on the basis of observation alone, and almost certainly the artist later
enlisted the aid of a local person when working on the pictures. We find evidence
that this in the numbered explanations in the captions, corresponding to numbers
marking certain figures. Although these explanations sometimes enable us to guess
their identity with some certainty, this is not always possible. Moreover, the writing
below the pictures is sometimes damaged to the point of illegibility.

The series of figures in the procession are the most important aspect of the Rilamb
paintings. At first sight they resemble figures in the costume albums produced by com-
mercial artists, so it is as if the artist based the figures in the procession on the pictures
in a detailed costume album, enlarged them to scale, and painted them into his com-
positions. The artist has paid little attention to composition, which is a feature of
Ottoman miniatures of historical subjects such as processions or scenes depicting
armies. Generally speaking the figures advance two by two from right to left. In some
scenes the movement of the figures depicted full back or in profile is shown as a frozen
moment in time. But in one of the scenes a figure shown proceeding from left to right
seems to be intended to break the monotony. Taken singly the figures in the Ralamb
pictures resemble those in the costume albums; stereotypes varied only by different
arm and leg movements and different attire.

The procession is shown advancing from right to left, the direction of Arabic script,
although in such pictures of processions we would expect the figures to proceed in
the direction that the observer was accustomed to reading. The reason for choosing
the direction of movement in these pictures might be that the artist (or artists) was
accustomed to this script direction. Alternatively it might be that the models they used

for the figures determined this direction.
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Basmakalip modellere dayal figiirlerden olusan bu alay, batili sanat¢ilarin yaptig bazi
resimlerde ve graviirlerde tuhaf ¢arpitmalarla yansitildigina rastladiginiz “Tiirklere karst
onyargt ya da diigmanhk™ gibi bir izlenim vermez hi¢. Onun yerine, sahneler nesnel bir
bicimde, gercekeilik cabasiyla betimlenmistir. Kosttimler oldukc¢a dogru resmedilmistir,
bashiklar acisindan 6zellikle bir ilgiyi hak eder. Resimler yan yana konuldugunda alay-1
hiimayunun miikemmel bir betimini olusturur. Ressam daha eski alay resimlerinden
yararlanmus olabilir, ama bu yirmi resmin hicbiri belli bir resmin kopyast degildir.

Sonug olarak, arka plandaki kent manzarasini olusturan binalar, agaclar, bulutlar ve
kaldirim tas1 doseli yol gibi 6gelerin, ayrica resim teknigi gibi 6zelliklerin Tiirk sanat-
gilartyla hig ilgisi yoktur. Ote yandan yine de, daha 6nce belirttigim gibi, figiirler Os-
manli minyatiirlerinden, ozellikle giyim-kusam albiimlerindeki resimlerden alinip
buyiitiilmiise benzer. Figiirler icin kullanilan renk yelpazesi Osmanli sanatinda kul-
lanilandan ¢ok farklidir; resimler Istanbul’daki Osmanli ressamlari tarafindan yapilmig
olsayd: ortaya ¢ikacak sonucun tersine, bu halleriyle hi¢cbir bakimdan Osmanli min-

yatiirlerinin renklerini yansitmaz.
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In some pictures we find a few figures depicted full front or from behind. An endeav-
our has been made to hide the fact that the figures are based on stereotypes by intro-
ducing small differences in the arms and legs, the way the feet are placed on the ground,
and the walking movements. Some of the heads of the figures are shown in profile and
others in three-quarter profile. Although some attempt has been made at shading on the
faces, this cannot be compared to the skill and sophistication displayed by contemporary
western artists in this respect, but instead 1s of the experimental kind attempted by east-
ern artists under the influence of western art. The artist has used a particular pattern for
the faces, showing them either in three-quarter or full profile, and used details of dress,
fabric, beard and moustache to make distinctions between them. This stereotyping of
the human figures also applies to the horses, only very few of which are portrayed full
front or full back, and which are varied by differences of colour or small discrepancies
in the position of their heads and feet. Distinctions in the clothing of the figures have
been created by means of difterent fabric designs and colours.

Figures on horseback or walking are based on particular models with small varia-
tions introduced to give conviction to their postures.

The procession of figures based on stereotyped patterns gives none of the impres-
sion of prejudice and hostility to the Turks that we find expressed as strange distor-
tions in some engravings and pictures produced by western artists. Instead the scenes
are depicted objectively and with an attempt at realism. The costumes are fairly accu-
rate, and are of particular interest with regard to the headdresses. When the pictures
are placed side by side, they present an excellent portrayal of a royal procession.
Although it is probable that the artist made use of earlier pictures of processions, they
are not copies of any particular one.

In conclusion, the buildings, trees, clouds, and paved road that make up the back-
ground cityscape, and aspects such as painting technique certainly have no relation to
Turkish artists. Yet on the other hand, as I have already said, the figures seem to have
been lifted on an enlarged scale from Ottoman miniature painting, particularly the
illustrations in costume albums. The colour palette used for the figures is very difter-
ent from that of Ottoman art, in no way reflecting the colours of Ottoman miniature
painting, as they would have done if the pictures had been the work of Ottoman

artists in Istanbul.
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Ralamb’in ginliginde alay-1 himayun

24: Padisah Istanbul’dan Davutpasa’ya cikarken alay gosterdi. Alay soyleydi: Ilk olarak, sa-

fak sokerken yenigeriler (cogu yasliydi), 10, 20, 30’luk gruplar halinde diizensiz olarak ¢ikma-

ya bagladi. Sonra birtakim ¢avuglar geldi, ardindan da zirhlar kusanmig, kocaman san sancak

tasiyan Galata ahalisi (Galata Sarayr acemioglanlan). ..

Aralanndan yaklasik 40 kisi loncala-

nna ozgii gogiis zirhlann giymisti, gogiis zirhi yapanlar olduklan anlagiliyordu.
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Onlardan sonra zirh kusanip yesil bashk [kalafat] giymis, ellerinde koca
baltalar tutan topgu piyadeleri geliyordu. Onlan ¢avuglardan olusan bir ka-
labalik izliyordu. Uzun bir aradan sonra yolu agan ti¢ cavug geldi, bir kis-
mi yaya ilerleyen, zirhli ve koca baltali daha diisiik riitbeli ¢cavuglar pesle-
rinden ilerliyordu. Onlann arkasindan, ellerinde degnekleriyle, kalabalik mi
kalabalik bir yenigeri toplulugu geliyordu. Yenigerilerin arkasindan kirmizi-
i yesilli sancagryla “Asya’min Pagasi” [Anadolu Beylerbeyi] yiiriiyordu.
Bunlann standartlan [tuglan] cesitli renklere boyanmis at kuyruklanndan
oluguyordu. Peslerinden, zirh kusannus, at sirtinda ilerleyen biiyiik bir ye-
nigeri kalabaligi geldi, sonra sirasiyla silahli bostanalar, Istanbul Agasi, son-
ra Macar siivarileri gibi kiiciik sancaklar tagryan yenigeriler, ath ve yaya ola-
rak karma bir grup yenigeri, cevrelerinde yesil yapraklar, atlannin iistiine ko-
ca tulumlar yiiklemis, siyah deriler kusanmis “padisahin su tagryiclan” [sa-
kalar] ilerliyordu.

Cok gegmeden, sariklanna tiiy [sorgug| takms, cavuglar gibi giyinmis at-
li topgular geldi. Sirasiyla Yenigeri Agasi’min sanh kirmizili sancagi, kala-
balik bir yeniceri toplulugu, 4 standart [tug|, Yeniceri Agasi’nin 4 ati ve yi-
ne yenigerilerden olusan uzun bir kafile onlan izledi. Geriden, leopar postu
kusanmg, birkag yiiz kisilik seckin yenigeriler geliyordu. Peslerinden de at
sirtinda Yenigeri Agasi. ..

Bir siire sonra, siyah deri giymis ve giimiis kusak kusanmis saray as¢ila-
n... Sonra ii¢ koseli bagliklaryla doganlar tagiyan bir kalabalik [dogancilar],
sonra yaya ¢avuslann hizmetkdrlanndan olugan ve daha ufak sanklar tak-
mig bir kalabalik... Hepsi de sanklannin arkasina gri bir sorgu¢ takmis ¢a-
vuglar uzun bir sira olusturuyordu. Sonra padisahin ¢adinm kuran gorevli-
lerden olusan bir kalabalik geldi. Sonra at sirtinda birkag ciice goriindii. Ke-

narlanina samur kiirk gegirilmis altin islemeli kaftanlan vardi. Sonra koca ka-
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Imperial procession in Ralamb’s diary

24: The Emperor took his departure out of Istanbul to Davut Pasha, with a Procession which
was as follows. First, when the day was dawning, the janissaries started leaving (most of them
old) about 10:20: tp 30: (in numbers ed.) without any regular Order. Then came some chi-
auses after which followed the townspeople of Galata armoured, who before them had a big yel-
low banner. About 40 of them were dressed in gilt cuirasses, which marked that they were cuirass
makers.

After them followed a number of artillery footmen, who were dressed in

armour, green caps, and had broad axes in their hands. After them followed a
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crowd of chiauses [cavugslar|. A long while thereafter came three chiauses, who S,
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A while thereafter the emperor’s cooks dressed in black leather and a sil-
ver girdle. Then a crowd which brought falcons with three-cornered caps, then
a crowd of servants of the chiauses on foot, which carried their smaller tur-
bans. The chiauses themselves all with a grey feather in the back of their tur-
bans were a long line. Then a crowd of those who use to put up the tent of
the emperor. Then a few dwarfs on horseback all with golden brocade coats
lined with sable fur. Then the council and the cadis of Istanbul with their big
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1 Diarium, s. 156-157.

vuklarryla Divan iiyeleri ve Istanbul kadilan geldi. Alay bir kesintiye ugradi. Sonra Araplar-
dan olugan bir kalabalik geldi, bu din adamlan [tarikat mensuplan] sekizerlik iki sira olmus, el
ele tutusmug, hi¢ durmadan hu cekiyorlardi. Onlann ardindan yine iki sira halinde din ada-
mlan [dervigler| yiiriiyor, Miisliimanlann ilerlemesi ve Hiristiyanlann yok olmas iistiine bir ila-
hi soyliiyorlardi. Sonra, Hz. Muhammed’in siilalesinden olan, hepsi de yesil sanklar takmig
biiyiik bir kalabalik goriindii. Sonra Sancak-1 Serif, sancagin arkasindan at sirtinda ilerleyen ve
Hz. Muhammed’in soyundan gelenlerin reisi olan Nakib Efendi... Sonra 8 biiyiik tug... Son-
ra Anadolu ve Rumeli kazaskerleri, Kaymakam ve Miiftii, padisahin tugu, sonra 8 tug ...
Gorkemli giysiler giymis ¢avuglanin beraberinde padisahin 9 ati ve iki biiyiik deve... Develerden
birinin binicisi vardi, obiirii kiigiik dortgen ev gibi bir sey tasryordu sirtinda. Bu kiigiik evin igin-
de bir oglan oturmugs durmadan Kuran okuyordu. Sonra padisahin av kopeklerinden 26’si siis-
lenmis 26’°s1 siislenmemis kopekler, sonra panl panl giimiis baghklar giymis 2 askeri yonetici,
onlann pesinden de giimiis basliklar takmug, kisa kaftanlar ve beyaz ince goriiniislii gomlekler
giymis, ellerinde oklanyla hizmetkdrlar. 2 biiyiik davul. At sirtinda, altin islemeli kaftan giy-
mis, kavuguna siyah bahkgl tiiylerinden yapilma, biri alnimin iistiine 6biirii sag tarafina iki sor-
gug takmis Padisah. Padisahla birlikte altin islemeli kaftanlan iginde iki kapicibagi yiiriiyordu.
Padisahin bindigi ata bastan basa elmaslarla bezeli, goz kamagstina bir ortii ortiilmiisti. Atin
ortiistine kocaman inciler dikilmisti. Padisahin arkasindan icoglani denilen, yetiskin erkek ugak-
lardan olusan, atli, biiyiik bir kalabalik ilerliyordu. Icoglanlan iicgen bashklar takmigsti, kulak-
lanimin oniinden birer ziiliif sarkitmiglardi, uzun sakallan yoktu, sadece biyiklarn vardi, hepsi de
kirmizi kaftanlar giymisti. Onlann arkasindan tirlii tiirlii nefesli sazlardan olusan mehter
takumi gidiyordu. Davullar vb. Sonra 4 deve... Her devenin iistiinde bir ¢ift kos; bunlardan son-
ra da Padisahin maiyetindeki her ¢esit insan... Sonra kirmizi ortiiyle kapli ve 4 katir tarafin-
dan ¢ekilen tahtirevami, onun ardindan yine kirnizi ortiiyle kapli, Almanya’daki sayfiye ara-

balan gibi yapilmis, 6 atin cektigi arabas...’
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turbans. Here was an interstice. Then went a crowd of Arabs, holy men, eight in a row in two
rows, who held one another by the hand, all cried terribly and incessantly Hu Hu etc. After these
followed again two rows of priests who were singing a spiritual song about the improvement of
the Muhammedans and the extinction of the Christians. After these followed a big crowd of
Muhammed’s descendants all with green turbans. Then Muhammed’s standard, after which fol-
lowed the Nakib Effendi on horseback who is the chief of Muhammed’s descendants. Then 8
big standards. Then the two judges of Asia and Europe called cadileskeiri [kazaskerler], then
the Caimacan [Kaymakam| and Mufti, the standard of the Emperor, then 8 horsetail standards
[tug], then 9 of the Emperor’s horses which were sumptiously caparisoned led by chiauses, and
two big camels. On one of them was a rider, on the other was something like a small square
house; in it sat a boy who continuously read from the Koran. Then were led the emperor’s hunt-
ing dogs, 26 dressed and 26 not dressed, then 2 officers with gilded silver caps, after them the
henchmen with silver caps and arrows in their hands, short coats and white fine-looking shirts.
2 basses (pashas). The Emperor himself on horseback in a gold brocade coat, two plumes in the
turban made of black heron feathers, one in front on the forehead the other on the right side.
With the emperor went 2 capuci passaj [kapicibagi] in gold brocaded coats. The horse on which
he was riding was adorned with sumptuous cloth entirely decorated with diamonds, the horse
cloth entirely stitched with big pearls. After the emperor were riding a big crowd of his pages who
are grown men called izoglani. These wear triangular hats and a lock of hair by each ear, but no
big beard, only moustaches, and were all dressed in red coats. After them followed his band which
was made up of all kinds of pipes, drums etc. After them came 4 camels, on each one of them a
pair of big kettle drums [kos]; after these all kinds of his courtiers, then his palanquin covered
with red cloth and carried by 4 mules, after that his wagon covered with red cloth, made like the

country carriages in Germany, drawn by 6 horses.’

Imperial procession in Ralamb’s diary

1 Diarium, pp. 156-157.

55






Katalog



Tablo A Tabula A (MLIX)

1 Istanbul’'un “emniyet sefine” asesbasi denir. (Asesbasi, geceleri asayisi saglayan aseslik teskilatinin bagidir.)
[stanbul’un “belediye bagkanina” subasi denir. (Subagi, sehrin imar ve tamirinin yanisira, emniyeti
saglamaktan sorumludur.)

3 Asesbasi’nin maiyeti yaklasik 60 kisiydi.

1 The bailift of Istanbul is called hazapassi. (He was the head of the “ases” organization which was responsible
for maintaining order and security at nights).

2 The mayor of Istanbul is called subassi. (He was responsible for construction, maintenance and security in
the city).

3 The attendants of the “bailift” numbered around 60.

Env. no. Inv. nr. NM.991059
122 cm x 188.5 cm
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Tablo € Tabula € (MLX)

1 Ocak kumandanina cebecibast denir.

2 Yenigeriler acemioglanlan arasindan alinir.

1 The staft sergeant is called zebzipassi

2 Azamoglani from among whom the janissaries are taken

Env. no. Inv. nr. NM.991060
122 ¢cm x 165 cm
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Tablo E Tabula E (MLXI)

1 Yenigeri sakalarinin basina “kuzuik chi(...)” (sakabagi) denir.

2 Su tastyan sakalar 20 ciftti.

1 The chief of the janissaries water carriers is called kuzuik chi(...)
2 The water carriers called zakaler numbered 20 pairs.

Env. no. Inv. nr. NM.991061
122 cm x 151 cm
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Tablo G Tabula G (MLXII)

Bir grup yenigeri.
Yenicerilerin maags defterlerini tutan gorevliye yeniceri efendisi denir.
Onlarin katibi.

A compay of janissaries
The bantseler of the janissaries is called janissary effendi
Their secretary

o = W

Env. no. Inv. nr. NM.991062
122 cm x 151 cm
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Tablo H Tabula H (MLX IiI)

N Ul B o~ ONU A WD~

66

Yenigeri agasinin muhafizlari.

Tegrifatqr ya da alay ¢avusu.

Yenigeri agasinin bayraklarina “tuglar” denir.

Yayabaslarina ¢orbacilar denir. Bunlar 16 ciftti.

Yeniceri Ocagim kuran Bektasi Tarikatindan dervisler.

Yenigeri agasinin hizmetkarn (¢uhadar-1 bab-1 ocak), aganin yagmurlugunu tagir.

The life guards of the janissary aga.

Herald or alai chiaus.

The banners of the janissary aga are called thuiller.

The infantry colonels called giorbaziller were 16 pairs.

The monks of the baktas order which was the founder of the janissaries.
The valet of the jannisary aga carries his raincap.

Env. no. Inv. nr. NM.991063
122 cm x 138.5 cm
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Tablo i Tabula |

o = W

68

Yaya simifinin komutanina yenigeri agasi denir.
Cavuglar 600 kistydi.
Baslarina ¢avugsbasi denir.

The general of the infantry is called janissary aga.
Chiauzer numbered 600.
Their chief is called chiaus passi.

Env. no. Inv. nr. NM.991064
122 cm x 141 cm

Katalog



69

Catalogue



Tablo K Tahula K

1 Alay ¢avusu denilen tesrifatci.

2 Padisahin, sadrazamin ve vezirlerin emirlerini gotiiren gorevlilere miiteferrika denir. Bunlar 200 kisiydi.
1 Herald called alaichiaus.

2 The court squires called muta faraka were in number 200.

Env. no. Inv. nr. NM.991065
122 cm x 145 cm
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Tablo M Tabula M (MLXVI)

1 Vezir agalarn.

2 Kap1 halki sipahilerden olusur.

1 The captains of the viziers’ guard.

2 The viziers’ guard consists of spahies.

Env. no. Inv. nr. NM.991066
122 cm x 176 cm

72 Katalog



73

Catalogue



Tablo N Tabula N (MLXVII)

1 Vezirin hizmetkarlarina satir denir. Bunlar 12 kisiydi.

Enderun-1 htimayunda Arz Odasi’nin kapisinda durup elgileri huzura sokup ¢ikaran gorevlilere kapicibasi
denir. Bunlar 200 kistydi.

1 The footmen (lackeys) of the Vizier called giatir were 12 in number.

Those who stand by the Emperor’s innermost chamber door and bring envoys in and out are called
capesi passi and number 200.

Env. no. Inv. nr. NM.991067
122 cm x 133 cm
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Tablo O Tabula © (MLXVII)

76

Metin okunamiyor.
Text can not be read.

Env. no. Inv. nr. NM.991068
122 cm x 133 cm
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Tablo P Tabula P (MLXIX)

Padisahin at kuyrugu kilindan yapilma sancagina hiinkaralti tugu denir. Bunlar 6 taneydi.
Cesitli tarikatlardan dervislere “seyhler” denir.

Hz. Muhammed’in soyundan gelene emir denir.

Padigah ahirlarini yoneten gorevliye imrahor denir.

[¢cine Kuran’in konuldugu kiiciik bir mabet tasiyan deve ve seferdeyken padisahin namaz (...).

Ul A~ N~

The horse tail standards of the emperor are called unkiaraltetuiu were 6.

Monks of all kinds of orders are called schejhler.

One descended from Mahomet is called emir.

The master of the stables of the Emperor is called empcher.

A camel that carries a small chapel in which the Koran is placed and where the emperor perf(...) prayer on
his travels.

U1 = W N~

Env no. Inv. nr. NM.991069
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Tablo Q Tabula Q (MLXIX)

1 Hz. Muhammed’in soyundan
gelenlerin sancaklar1 ve onlarin
grubu. Emirler denir.

1 Mahomet’s heirs’ banner and their
troop. Called emirler.

Env. no. Inv. nr. NM.315162
115 cm x 138 cm.
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Tablo R Tabula R (MLXX)

Vezirin ulaklarma peyk denir.

Sadrazam (...) Padisah (...).

Padisahin ciiceleri 8 kisiydi.

Padisahin av kopeklerini yetistirenlere samsoncular denir.

The vizier’s footmen (lackeys) are called peik.
The Grand Vizier himself (...) Emperor (...)
The Emperor’s dwarfs numbering 8 are called giugeleri
Leading the Emperor’s hunting dogs called samsungiser

Ul D= U

Env. no. Inv. nr. NM.991070
122 cm x 200 cm
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Tablo $§ Tabula S (MLXXI)

Ol = W o — = 0O 00 1O Ul & WL -

O 0 N &

10

84

Padisahin ulaklarina peyk denir.

Av1 yOneten kisiye zagara denir.

Peyklerin en biiytk zabitine peykbasi denir.

Okculara solak denir.

Padisah.

Okcularin basina solakbasi denir.

Solakbagilarin “tegmenine” solaklar agast denir.

Padisahi koruyan gorevliye silahtar aga denir.

Padisahin hizmetindeki gorevliye ¢uhadar denir.

Padisahin hizmetindeki atli gorevliye “rikch (...) tar” (rikapdar) denir.

The Sultan’s footmen are called peik.

The chief of the hunt is called zagarsi.

The chief of the footmen is called peikpassi.

The bowmen are called solak.

The Sultan himself.

The chief of the bowmen is called solak passi.

The lieutenant of the solakpassis is called solaklar kihai.
The bodyguard is called silichtaraga.

The valet is called khohadar.

The riding valet 1s called rikch(...)tar.

Env. no. Inv. nr. NM.991071
122 cm x 203 cm
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Tablo T Tabula T (MLXXII)

N U1 &~ O~

N U1 B~

86

Kapiagasi saraydaki biitlin erkeklere kumanda eder ve kendisi de hadimdur.

Akagalar dan biri. Sayilar1 100 (...). Has oda gorevlilerine hasodali denir. Bunlar 40 kisidir.

Av kuslarim yetistirenlere dogancilar denir. Bunlar 200 kisidir.

Sancaklar.

Alayda miizik yapan topluluga “mehterhane” (mehter) denir. Alt1 bakir veya piringten, kazan bicimindeki
biytik davullara “kdsler” denir.

The capaga has command over all male persons of the court and himself is a eunuch.
One of the white Eunuchs who number 100.

(...) The valets of the sultan are acalled hazobali and number 40.

The falconers are called doganziler and number 200.

Banners.

The military band is called meketerhane. Big kettle drums are called kiosler.

Env. no. Inv. nr. NM.991072
122 cm x 138 cm
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Tablo U Tabula U (MLXXIII)

4 katirl saltanat arabast.

6 atl araba.

Yemek pisirip hazirlayanlara agg denir. Sayilart 300°diir.
Mutfaga su tastyan gorevliye asqlar sakast denir.

The sultan’s carriage with 4 mules.
Chariot with 6 horses.
The cooks called aschi such number 300.

The water carriers of the kitchen are called haschilar sagasi.

S SO NS T N SO NS RN

Env. no. Inv. nr. NM.991073
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